
DOCUMENT RESUME

ED 403 577 CS 215 700

AUTHOR McCue, Frances
TITLE The Poet in the Warehouse. Creative Writing as

Inquiry: Using Imaginative Writing To Explore Other
Disciplines.

PUB DATE [97]

NOTE 216p.; Ed.M. Project, Columbia University.
Photographs may not reproduce clearly.

PUB TYPE Dissertations/Theses Undetermined (040)

EDRS PRICE MF01/PC09 Plus Postage.
DESCRIPTORS *Creative Writing; Fiction; Films; Higher Education;

High Schools; *Inquiry; *Interdisciplinary Approach;
*Learning Processes; Models; *Poetry; Story Telling;
Teaching Methods; *Writing Across the Curriculum;
Writing Exercises

IDENTIFIERS *Writing Contexts

ABSTRACT
This master's project contains two essays and a long

poem, examining the possibilities of creative writing as a tool of
inquiry in mathematics, history, science, film, art, and
architecture. The project's first essay, "The Poet in the Warehouse,"
introduces a brief history of imaginative writing and an argument for
its inclusion in multi-disciplinary high school and undergraduate
programs. It is noted that since the piece strives to spotlight the
importance of creative writing in learning, it alternates between the
essay and a story which mirrors the issues in the essay, thus letting
the form echo the function of the enterprise itself. In the project's
second essay, "Space, Structure, Storage," a curriculum model is
presented, pivoting on an essential question--architecture becomes a
frontier for creative writing to thrive, though any subject might be
chosen for the exploration (the model is flexible and expansive). The
project's third selection, "The Glass Passage," is a long poem and
commentary in which a way to understand more about architecture is
assembled as an example of creative writing as inquiry. The project,
as a whole, draws on psychologists, learning theorists, poets and
fiction writers, creativity specialists, composition and reading
theorists, poets and fiction writers, creativity specialists,
composition and reading theorists, linguists and educational
philosophers. (Contains 60 references and 4 appendixes of research
material, much with illustrations.) (TB)

***********************************************************************

Reproductions supplied by EDRS are the best that can be made
from the original document.

***********************************************************************



THE POET IN THE WAREHOUSE

CREATIVE WRITING AS INQUIRY: USING IMAGINATIVE
WRITING TO EXPLORE OTHER DISCIPLINES

U.S. DEPARTMENT OF EDUCATION
Office of Educational Research and Improvement

EDUCATIONAL RESOURCES INFORMATION
CENTER (ERIC)

O This document has been reproduced as
received from the person or organization
originating it

0 Minor changes have been made to improve
reproduction Quality.

Points of view or opinions stated in this docu-
ment do not necessarily represent official
OERI position or policy.

PERMISSION TO REPRODUCE AND
DISSEMINATE THIS MATERIAL

HAS BEEN GRANTED BY

TO THE EDUCATIONAL RESOURCES
INFORMATION CENTER (ERIC)

A Project Submitted in partial fulfillment of the requirements for
The Ed.M degree in Interdisciplinary Studies and
The Klingenstein Fellows Program

BEST COPY AVAILABLE 2

By:
Frances McCue
Teachers College
Columbia University

(.S



FOR FRED DUST AND MATTHEW STADLER

Thank you: Professors Clifford Hill, Ruth Vinz, Pearl Kane; my Klingenstein colleagues;
the Klingenstein Fellowship; and to Professor Joan Ockman for encouraging me to
explore architecture through poetry.



CONTENTS

The Poet In The Warehouse ...... ..............................2

Space Structure Storage........................................41

The Glass Passage...............................................68

83

4



Frances McCue I

OVERVIEW

PROJECT PROPOSAL:

To research the uses of creative writing in academic inquiry and to write a manual/thesis
entitled creative Process as Inquiry: Using Imaginative Writing to Explore Other
Disciplines. The text will give a critical history of pedagogy in Creative Writing, and will
offer writing exercises and heuristic activities to explore mathematics, history, science,
film, art and architecture.

THE PROJECT:

Creative writing has long been neglected, along with the other arts, as a serious form of
inquiry into other disciplines. The three sections of this project explore creative writing as
a viable research method.

The first essay, "The Poet in the Warehouse," introduces a brief history of imaginative
writing and an argument for its inclusion in multi-disciplinary high school and
undergraduate programs. Since the piece strives to spotlight the importance of creative
writing in learning, it alternates between the essay and a story which mirrors the issues in
the essay, thus letting the form echo the finction of the enterprise itself.

In the second section, "Space, Structure, Storage," a curriculum model is presented,
pivoting on an essential question. Here, architecture becomes a frontier for creative writing
to thrive, though any subject might be chosen for the exploration. The model is flexible
and expansive.

"The Glass Passage," the third section, is a long poem and commentary which I
assembled as an example of creative writing as inquiry, a way to understand more about
architecture.

As I worked on the various sections, the importance of all of the arts became more clear. I
drew from psychologists, learning theorists, poets and fiction writers, creativity specialists,
composition and reading theorists, linguists and educational philosophers. I found that the
use of proverbs as cross-cultural structures, the development of constructivist curriculum,
the role of memory, and the desire to write stories and poems engineered and illuminated
my own inquiry and the resonance of the project. In the hope that this work will inspire the
use of creative writing in a variety of settings, I also want this endeavor to be implemented,
showing the necessity of all the arts as essential undertakings in the synthesis of real
learning.
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THE POET IN THE WAREHOUSE

There is something antic about creating
though the enterprise he serious.

Jerome Bruner

At first, the warehouse is a steamer trunk. Perhaps your own grandmother pressed

her belongings into one like it, snapped the latches fatefully, and not knowing where she

would next unspring them, loaded her trunk into a deep hull. The ship's ribs scratched

against it, and water bled into blotches, spreading from the seams as the trunk rumbled

beneath her on the long sail across a dark, never flattening sea. Inside: room enough for

frocks, a shelf for books, and the vanity of a mirror when the cabinet stands upright. This is

how the warehouse begins. Later, it is wedged into the tight rooms of a city, a city where

the horizon pulls in like a hem, and the buildings stumble, inadequately, upward.

It is here where the girl first faces her storehouse, small as it is, but promising. She

unclamps the latches and thinks of her grandmother, whom she never knew. From the

trunk, she hopes, her heritage will spin open.

Under the umbrella of Creative Writing gather the genres of fiction, poetry, drama

and creative non-fiction. In high schools and colleges, the personal essay (imaginative non-

fiction) and the "research" or term paper are the most solicited forms of student writing.

The skills of personal expression and data presentation become the focus for thinking

critically about knowledge and experience. The personal essay is a predictable heirloom in

the ancestry of rhetoric at nineteenth century British and American colleges. Philologists
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Frances McCue 3

used oratory and rhetorical models for students to imitate in their quest for educated

expression. The personal essay and the term paper are derivative counterparts of these,

unfolding argumentation into more contemporary styleS. Until the late nineteenth century,

literature was not typically studied as a subject unto itself within the university; it was

considered entertainment rather than a serious area of scholarship. Until the university

developed its modern structure of departmentalization in the late 1800's, literature was

studied through "the Greek and Latin languages and... rhetoric, oratory and forensics"

(Graff 19). Young lyricists worked as apprentices while the master poets centered their

pedagogy on mimesis, instructing the aspiring writers to imitate the great poets, following

traditional models of form. Even today, in Harold Bloom's ideal, young writers should

learn the craft of poetry, fiction and plays by imitating literary giants rather than

immersing themselves in the revelations of their own experiences. Bloom centers on the

"canon" as a pedagogical wellspring. He perceives the role of the writing teacher as a

provider of worthwhile models to students; this makes evaluation an easier task and it

assures the continuity of a particular western literary tradition since "...poetry always lives

under the shadow of poetry. The caveman who traced the outline of an animal upon a rock

always retraced a precursor's outline" (Bloom 4).

The trunk, once opened, grows too small for its keepsakes. The frocks call to

feathered hats and fur wraps; the books, fatigued by their Victorian relevance, long for

others, more modern volumes, to nestle alongside. The little museum grows impatient,

referring to objects outside itself, things it cannot hold. The girl collects more artifacts, in
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reverence for her grandmother. Roaming the bazaars and curbside shops, she fills her bags

with dresser linens, silver handled combs. She is trying to crawl inside a life far behind her

own. The trunk, as if in empathy, holds what it can, letting the dresses fold over the hinges.

The girl needs more space for her belongings. Her rooms fill. She wants to store

her grandmother's relics; at the same time she wants to be among them, running her

fingers over the stiffened linens. What brings her to the warehouse is a desire for order.

What if she were to die while the trunk was locked away? Would anyone come to claim it?

These thoughts drive the girl into a dark mood, the one her mother calls resentment, the

one the girl suspects is brought on by helplessness. A warehouse, really, is dead space. It

becomes the home for artifacts, some of which are never recovered. The girl knows that

her trunk can't survive her protection; it longs for a twin, or a larger box to fill. She must

find a new place for the chest, one that will display as much as it stores.

* * *

Certainly any particular creative process thriVes on work in its discipline for

inspiration, form and context. One cannot be a good writer without being a good reader,

just as a dancer must learn choreography and traditional movements that evolve from

dance's rich history as an art form. Mimesis is, however, only one window onto the

possibilities that the arts offer novices; true immersion instills a sense of inquiry that

reaches beyond imitation or facile reference. The ability to refer to past models is essential

in any artist's development but as Elliot Eisner points out, "we possess another ability that

goes beyond the ability to recall. It is the ability to manipulate imaginatively the images or
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concepts that we are able to recall. It is through the process of imaginative transformation

that human beings are able to conceive what is not, but what might be" (Discipline 8).

Using literature as a referent in learning to write is crucial to any writer's development.

Reading other work nudges one's own muse. The key is to be able to manipulate the

medium of language in new ways, twisting and revising what has gone before. This

revision, or re-seeing, is what post-modern writers fixate upon, since myth and allegory are

buried within us through the work of our culture. Jane Smiley's A Thousand Acres, for

instance, is the retelling of King Lear, re-staged on an Iowa farm.

Still, the personal essay is the medium for most writing in high schools and

colleges. Other forms of creative writingpoetry, fiction and dramaare rarely required,

except in specialized courses that isolate issues of craft. This essay, and the ones which

follow, voices a plea for bringing poems, stories and plays into the repertoire of student

research, and into creative strategies for synthesizing knowledge. All college students take

compositio. n courses, and all high school students must_produce expository essays which

evidence their learning. Yet, this is a limited focus. The forms and subtleties of the other

imaginative genres offer great possibilities in scholaiship.

In a sense, creative writing itself might represent all arts and their creative

processes. Instead of neglecting a variety of writing styles and genres in the learning

process, writers and teachers could benefit from placing creative writing, along with a

diversity of arts, at the center of our curricula as a potent method of gathering material and

assembling imaginative inquiries.
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As she thumbs through directories and scans the streets, the girl settles upon a few

options. She will find a warehouse nearby where she can leave her grandmother's trunk. It

will be a place she can visit, a place where she can bring other momentos or retrieve her

grandmother's things. There is no loneliness like-the one she feels when she thinks about

this. She looks at her rooms. A small hat stand blooms with coats and scarves; her tiny

kitchen overflows with spice jars and copper pans. Above the bed, clothes spill from

shelves, and books caught half tumble, lean their stacks into her. Her trunk is overtaking

her rooms. She brings home more trinkets: souvenir spoons from worlds fairs, tiny crystal

vases, doilies ironed into the texture of cardboard, vintage shoesall these things remind

her of her grandmother, a woman lost soon after her voyage.

How did the trunk reach our heroine? When she moved to her little apartment, her

mother sent it to her. Inside, a note instructed her to care for the belongings, and to watch

for dampness. "Don't let these things get wet," her mother's scrawl insisted. "They are old

and they can't take much more." The girl, feeling the weight of heritage and the pinch of

her own life wanting to push open, tries to be reasonable. She stirs her tea, and vows to fill

the trunk with her grandmother's little collection, and the heirlooms that she herself has

gathered from the city. "Any collection needs new additions for it to thrive," she thinks.

* * *
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To some educators and parents, storytelling, playwriting and poetry feel frivolous:

creative writing, along with the arts in general, bears the tinge of therapy. As Elliot Eisner

claims, "there is a long tradition in Western culture that regards the arts as matters of

emotional catharsis rather than matters of mind" (Discipline 11). Most people think of

writing poems as an adolescent activity in which one records dramatic emotional surges.

Though poets and fiction writers hold teaching positions at every major university,

imaginative writing is still viewed as a passing fancy or folly of extended childhood.

"Serious" books have either been written in the distant past, or by working writers who

have created hermitages far from academia. Because creative writing aspires to make-

believe accounts over factual ones, the truths of novels, poems and plays are easily

dismissed. The demands for writing after college do not typically involve fiction or poetry.

And in most professions, managers want their employees to write clear and concise prose,

a skill not typically attributed to the poet or novelist.

But how do students learn to write lucid, thoughtful prose which describes,

recounts or argues for a particular point of view? Doesn't imagination play a role in

.
stretching one's ability to perceive a variety of perspectives, and to articulate them?

Where, in the end, might we learn the most varied elements of style? From imaginative

writing. When students learn to write dialogue, for instance, they are learning to capture

how a character speaks. In doing so, writers have to listen more carefully to those around

them. By listening carefully, writers develop a heightened sense of the surrounding spaces

in which they circulate. Quoting people is a valuable device for the toolbox of stylistic

strategies, and learning how to listen, and how to record, or imagine, the words of others

has a powerful effect in all kinds of writing. Or, in another realm, learning to condense an
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image or impression is one gift the poet can give to the prose writer. Patricia Hampl calls

poetry "the richest form of language because it is the most concentrated utterance" (197),

and this concentration helps writers learn to edit, and to essentialize at the same time they

infer a wealth of new information from the utterance itself. Poetry is, as Hampl continues,

"both immediate and ancient" (197); it looks for the unpredicted truth, the surprise within

the obvious. Poetry can help all writers look more closely and articulate more deeply, more

succinctly into history, memory and as well as into matters of the human heart.

Personal essays do offer many similar attributes, and, in form, they closely imitate

the kinds of writing one might engage in over a lifetime. The autobiographical texture of

personal essays, though submerged in the plainness of a non-fiction format, is as close to

"creative" as many teachers or students want to relate. Since personal essays are based

upon rendering detail from memory, and linking thine details as closely as possible to a

personal truth, they relay factual events through a narrative.In the end, the narrator of a

personal essay usually aspires to witnessing events, but is implicated, by her own nosiness,

in the evolution of a fiction. This is wonderful material, and quite similar to the effects a

poem, story or play might have. In the long run, creative writing may, unlike personal

essays, reach further into the terrain of invention, provoking the narrative into new forms.

Loren Eisley's non-fiction essays, for instance, transcend the personal; the narrators

become witnesses to an inquiry, even as they are immersed within it. In Night Country,

Eisley's narrator rehearses possible outcomes as he explores caves and negotiates

archeological digs. The narrator's choices map his creative process as both a scientist and

as a writer. Though he is steeped in scientific inquiry, Eisley's investigations are

essentially artistic. Like Lewis Thomas' Lives of the Cell, this genre of prose is more

12
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holistic than personally expressive or sentimental: these essays explore unknown terrain at

the same time they explore the inner workings of the narrators themselves.

Creative writing, despite our impressions, does not have to emerge through

therapeutic confession. But the essay, as a medium, feels useful, industrial. Directly, it can

address issues, stylize arguments, and present facts. Essays comprise the most "readable"

forms of writing in our culture. With the advent of Wolfe's "new journalism" and the

memoir as emerging forms of creative inquiry, the bulk of creative non-fiction has grown

tremendously in the last twenty years. Annie Dillard, Toni Morrison, Jamaica Kincaid,

Henry Louis Gates, and Susan Sontag all employ creative techniques in their rich layers of

narrative account. Each of these writers is also gifted in more than one genre. Becoming a

flexible, strong writer demands testing out forms, and generating more associative links

than a wide readership typically employs. Students need a variety of reading material to

learn deeply, and they need to participate in the construction of a wider range of genres to

become more flexible, capable writers and readers.

Even if an essay becomes a final product of a bulk of research, imaginative writing

may ignite the process itself, thus enriching the journey. At the end of some investigations,

a novel may be the most appropriate form to synthesize an inquiry. In other cases, a poem

may mesh imagery and rumination into a deeply philosophical expression of relevance. In

plays, dialogue carries the plot along with complex psychological turns. As John Guare's

play "Six Degrees of Separation" illustrates, drama can explore a real life incident, while

language thrives on innuendo to reach beyond simple conversation. Or, think of the first

lines of Marianne Moore's "The Steeple Jack," in which the speaker translates the

apocalyptic landscapes of Durer into a small, more familiar town:
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Durer would have seen a reason for living
in a town like this, with eight stranded whales

to look at; with the sweet air coming into your house
on a fine day, from water etched

with waves as formal as the scales
on a fish. (5).

Moore's poetry focuses on the minimalist, treasuring details. Her poems feel like animated

museum exhibits: accurate in their placement, but lively and investigative. Nobel Laureate

Seamus Heaney says that poetry "is the imagination pressing back against the pressure of

reality" (1). It is through Plato that Western civilization first uses poetry as a counter-

argument to the rationality of existing political conditions. Here, in the imagined visions,

we begin to see what is possible. As Heaney notes, poets are "concerned to conjure with

their own and their readers' sense of what is possible or desirable or, indeed, imaginable"

( I ). The challenge is to read well as one creates, and this means reading the outer world

along with the inner one, testing the appropriateness of ideas and provocations within the

imagined space.

The girl's wanderings draw her to closed doors, soot-dusted windows and the worn

bieath of machinery. At first, the girl simply wants to store her grandmother's trunk, her

little museum of heritage. But the warehouse is submerged in a part of the city she has

never visited. These streets are unfamiliar, though not far from her walk-up. Her feet

quicken on the cobbles. Overhead, steam filters through the seams of boarded windows.
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A man points to the next block. "Storage is down there," he says. Though she

craves to know the building before she reaches it, the girl tries to be patient. The wind

wraps her back, and the lost storefronts frame a corridor of eye-level vacancy. The

numbers fade, and she arches forward, heading though the abandoned intersection, looking

for signs.

What the girl sees: how objects retain their edges, how they flow from one to the

other, how they all help her understand her own past, even the ones that her grandmother

did not collect. In her apartment, books rub against her hands; her eyes follow the patterns

of pedestrians below her window. She learns to walk with anticipation instead of fear, and

she counts the blocks, notes the places she might explore later.

And, she brings the scent of wind into the warehouse with her.

To be imaginative.is to be resourceful, to create opportunities. Imaginative people

see spaces in the impossible; they pry open the inconceivable. Social workers find homes

for neglected children. Agile business people turn broken deals into assets. Firemen enter

burning buildings and rescue victims. Faced with the overwhelming task of educating

children, teachers work day by day, problem by problem, to help students learn skills while

at the same time introducing them to the complexity of our cultures. On the surface, such

undertakings seem monumental, but little by little, imagination repairs the world. The

splinters of experience build the whole of our lives. Making use of innovation and

15
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inventiveness is crucial to the resources of thought and action. As Bronowski, the social

anthropologist, notes: "The act of the imagination is the opening of {a) system so that it

shows new connections" (109).

Creative writing is by nature resourceful, inspiring new connections: it draws on

intuitive, cognitive and technical abilities, and it opens spaces for alternate visions to exist.

With imaginative writing, we can create what Maxine Greene calls "as-if worlds,"

landscapes where perspective becomes a lens to isolate and magnify what we cannot see in

our own surroundings. Not only do writers create frameworks for ideas, but language itself

enriches the material they collect. In the context of an exploration into science, math,

history, film or architecture, a young writer has material beside herself to draw from, thus

pulling her away from writing only about her feelings. Writing fiction, poetry or plays

offers a unique version of research, inquiry by imagining possibilitiesnot research in the

ordinary sense of answers sought and answers found. By inventing an imaginary context in

which to place a science experiment or geometry problem, a student can see new

possibilities in the course of study and in the world itself. She can understand the evolution

of a problem or experiment more completely when if becomes part of her own creative

process. Along this spiraling, overlapping journey, a Kantian vision of perception emerges:

it is intellectual, emotional and physical, and the choice of apparatus is crucial to the state

of the world one constructs, and to the fate of the common world we all try to create.

Jerome Bruner, psychologist and educator, puts it this way: "Education must also

seek to develop the processes of intelligence so that the individual is capable of going

beyond the cultural ways of his social world, able to innovate in however modest a way so

that he can create an interior culture of his own" (Knowing 116) A poem or story, too,_

16
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constructs an interior culture of its own, and by inventing one, novice writers learn the

intricacies and craft of the architecture at hand. The invented space on the page becomes a

blueprint, of sorts, for a particular mental activity: an inquiry and the simultaneous

construction of knowledge. As we write, paint, dance or play music, we create knowledge;

in a phenomenological world, claiming knowledge becomes increasingly based upon

image, the building blocks for any art form. New kinds of understanding become more

accessible when we are forced into new spaces. Imaginative activities provoke these

spaces to open, urging us inside.

Each of the arts provides a "way we have to articulate our internal world to

ourselves," as philosopher Michael Parsons asserts (51). To build a world and fill it is a

complex task. Since the outer world "is not transparent to us, not self-interpreting... we

must interpret it, five it some articulate shapes; and if these shapes are to remain faithful to

the inner life they represent, they must be continually reexamined and adjusted" (Bruner,

Knowing 119). In this negotiation, the skills of writing and reading merge. By producing a

text, we are reading in a new way and writing a new world into our interior landscapes.

This dialogue between the interior and the exterior cieates profound results: the writer's

inner landscape of thinking shifts, changing the poem or story in process, and the vision of

the outer world shifts, in response to the new image or artifact.

Of course, she had imagined neat rows of trunks like hers, with little round tags

hanging from the leather strapping, all aligned with the regularity ofa morgue's cabinets.

1?
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Instead, the girl finds herself in an anteroom, facing a plastic-sealed wall. She notices a .

smattering of little holes in the plastic, about waist high. "I want to store something," she

says, bending to the little airway, as if it were a target, shot at so many times, and missed.

A man, blurred there behind the smudges, says, "Well what kind of storage do you

want? Locker? Three by five, seven by nine, nine by twelve? Open shelving? Garage

space?"

Suddenly, she is not sure. "Can I look at the space?"

"Which one?" the man demands.

Such negotiation transforms her trunk into something she can no longer imagine.

The girl has to go home and rest. She will think this over.

One day, she returns, p,-opelled into the building. She wants to explore. The guard

again asks her what she wants to see. She asks, "Well, what is there to see?"

The guard laughs. "What you see."

"Well then," she says. "I want to see it."

Down dark rows, the guard guides her with a flashlight. Heavy wooden ladders

straddle the aisles. The girl catches glimpses of old paintings, photographs, stacks of

papers, two old dolls, tumbled sideways in chin-to-chest nods, flags and snow globes, a

ripped kite, a croquet set with a cracked stand and only three balls. "What is this section?"

she asks.

"Family memorabilia." The guard pauses, and looks to the girl. "Perhaps your

items belong here."
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Perhaps.

"Education must, then," Bruner continues, "be not only a process that transmits

culture but also one that provides alternative views of the world and strengthens the will to

explore them"(Knowing. 117). If one were to funnel down this process of transmitting

culture and exploring possibilities, its essence would be in the power of the creative

process to uncover choices. "In the arts," Eisner suggests, we "must rely on that most

exquisite of human intellectual abilitiesjudgment" (Discipline 10). Writing demands

making a set of context-driven judgments, and good teachers help their students negotiate

strategies for building narratives.

Teachers make choices, just like writers do. In a course that explores urban

archeology, for example, a teacher may have to guide a student away from physically

digging holes upon public property, opting instead to create an imagined "dig" based on

available artifacts and information. Along similar lines, when one investigates

homelessness, it may not be in the best judgment to send students out to interview

transients. Instead, the young writers might assemble information from service agencies,

books, maps, city recordssources which do not endanger the dignity of the people

involved. In writing, one makes choices about how to use material and how to credit it

accordingly. These are all opportunities for pedagogical judgment, and for the

development of an ethos in the process of writing and researching. In the machines of

curriculum that develop, teaching priorities are institutionalized.

19
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But many high school and undergraduate teachers have neglected the power of

creative writing; after middle school, it typically becomes an "elective." According to the

course offerings of most high schools, we must, it seems, outgrow imaginative writing. Yet

working writers don't transcend imaginative writing; why should emerging writers?

Colleges and universities, too, tend to isolate creative writing into "programs" or into

small annexes of their English Departments. Yet, creative writing is where one finds the

best writing available in our culture. Why do we leave it behind as a vibrant method of

learning or as a serious form of inquiry.

For many teachers and students, creative writing is expressive writing, a vehicle to

unload one's feelings. Creative writing can also become a method of research, a way of

using perceptions and intuitions to find out more about ideas and events outside our

interior cultures. Like all engaging, sustained research, creative writing is not a linear

process. It is an circuitous, overlapping, irrational route, as Merleau-Ponty notes:

The idea of going straight to the essence of things is
an inconsistent idea if one thinks about it. What is given is a
route, an experience which gradually clarifies itself, which
gradually rectifies itself and proceeds by dialogue with itself
and with others. Thus what we tear away from the dispersion
of instants is not an already-made reason; it is, as has always
been said, a natural light, our openness to something (21).

The webs of imaginative space and real space are complex, and choices within these zones

are based on judgment and inquiry. There are value systems that drive decisions. Teachers,

as working writers, are crucial in addressing such dilemmas. It takes some time with

language for a writer to encourage and support the revelations it offers, and then to apply it

to her present. A good teacher helps to sustain the inquiry.

20
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How would she have known that the anteroom would bloom into openness, that the

shelves would tip their wares to her?

"Let's stick to the facts," she thinks. "I am here to place my trunk in the care of this

warehouse, yet each time l return, the warehouse has changed. The more I learn about my

grandmother, the more I learn about the compleXities of storage, the less sure I am. Each

time I come here, the items shift. They become more familiar. Deep in the recesses of the

aisles, though, I find new things. I need to know what my items will be next to. I need to

know where they will fit."

As she turns a corner, at the end of one of the aisles, our heroine sees another

young woman, perhaps her own age. The stranger tilts her head, as if she were looking into

a mirror. "Hello," she says.

"Hi," says the girl. "Are you storing something here?"

I'm just looking at some stuff that belonged to my parents."

The girl squints and looks at the stranger's rough trousers and half-tucked blouse.

She looks like a girl who is no longer under her mother's influence. On a clouded winter

day, this new visitor had chosen to browse the warehouse, just as the girl had.

"I know where there are some amazing statues," says the stranger. "Want to see

them? They look like they should be in a big fancy garden or something."

"Well, okay." The girl follows her new storage companion into the aisles, turning

into ones she has not ventured down before. At the end of a row lined with lawn mowers
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and power tools stand a group of life-sized cement figures. Pushed together as they are, the

'statues look alive, huddled in the shadows over some mysterious transaction.

"Where do you think they came from?" asks the stranger.

The girl pulls nearer. As if fearing to be overheard, she whispers. "Are they old?"

For the rest of the afternoon, the two move through the warehouse, looking and

jotting notes. They admire each other's belongings. They ask answerless questions and

peruse the storehouse. Later, they leave arm in arm.

When a young writer suspends intent, her language reveals. By putting aside the

internal editor, the voice who demands immediate coherence, she can use heuristic

procedures to create an initial bulk of writing through observation and intuition. If she

generates enough prewriting, enough loose verbiage in response to something, she can sort

through it, make choices, and develop it into a working piece. Seeing peripherally, keeping

the process open to useful distraction, helps the writing become more varied and animated.

By collecting details, as Donald Murray suggests, a writer can synthesize generalizations

by analyzing the details themselves, letting the writing process unfurl a wealth of

possibility. This opens the opportunity for the writer to make more sophisticated

assumptions through the process of writing itself, instead of collecting data to support a

pre-conceived agenda. In fact, finding support for one's initial intent may explain why

confessional writing is often so abstract. It conceals specificity by generalizing too soon,

without adequate detail. It wants to shroud its hodgepodge of unnegotiated feeling. The
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outpouring remains fixed in the "collecting" stage, paralyzing its opportunities for

expansion, clarity and relevance to an outside readership.

One of the common ha7ards that inexperienced creative writers face is the

tendency to rely on abstraction and melodrama. Imagination should outweigh pure

emotion in the pursuit of effective writing. To invent, rather than to confess, means that a

writer has to create clear imagery, construct provocative metaphors and imagine an

alternate reality. As a result, students' writing grows less abstract and more animated.

Invention opens up stiff syntactic constructions because, as William Stafford says, "a

writer is no much someone who has something to say as he is someone who has found a

process that will bring about new things he would not have thought of if he had not started

to say them" (17). Language, like paint, encourages a dabble in the medium, and from this

some of the finest writing is born. Many useful writing exercises reduce words to building

blocks from which innuendo accumulates. Language is a life-long medium; it is a source

of discovery and insight into oneself and one's culture. When students learn how to

generate and sustain their own work in a variety of situations, their relation to the world

becomes more intimate, and their imaginary worlds more lively and available to the

complexities of reflective reading.

However, after middle school, most American students engage in very little

creative writing. Poems and stories are read and "interpreted," but few are created. In

search of scope and rigor, most curriculum pushes imaginative work to the outskirts.

Arthur Applebee's nationwide research on writing in American high schools found that

only 8.2% of ninth graders and 7.2% of eleventh graders do work that involves writing

stories or poems (Moxley 28). This is a dramatic decrease from the imaginative writing
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undertaken in most elementary and middle school classrooms. James Britton, perhaps our

most influential contemporary language theorist, found that creative enterprises

significantly diminish as students proceed through school (Moxley 29). Essays and term

papers are the norm for academic writing in high schools and in liberal arts programs.

Ironically, at the graduate level, M.F.A. programs in Creative Writing are growing at

unbelievable rates. The Associated Writing Programs claims thousands of members, and

lists hundreds of college and university programs in creative writing. This kind of attention

to creative writing is filtering through the culture, but high school and college programs

are not preparing students to become strong imaginative readers or writers, nor are they

using the possibilities of creative writing as a discipline of inquiry. Imagination, as a

guiding force into other areas of study, withers within the tension between context-less

issues of craft and personal experience.

The girl feels torn. Her visits to the warehouse grow more frequent, and she has

less time to collect new relics and to arrange her apartment. Some days it seems as though

she spends more time in the storage place than in her own rooms. What draws her there is

the stories that she hears; her friend tells stories about her parents, how they met, and lived

in a little room above a pharmacy.

"The funny thing about some of this junk is that it helps you remember stuff that

happened when you weren't even born," her friend said one afternoon. "It's like you look

at all of these things and they start to feel like someone's life."

241



Frances McCue 21

When the girl looks through her own little figurines and tableware, she gets a

glimpse of her grandmother. It is possible that she, another woman in another time, like to

arrange things, and set up little luncheons for two, all in the hopes that she would share it

with someone. The more she makes up, the more real her grandmother appears.

To sweep creative writing back into the.center of curriculum after middle school

acknowledges language as the imaginative force that ultimately. .shapes education. Placing

an artistic endeavor in the midst of other, more traditionally "academic" explorations

serves as a model for all of the arts to inspire multiple perspectives in learning. Still, what

about those who do not feel linguistically talented, or, in the case of other arts, those who

do not feel creative in general? Many people do not feel artistically gifted. However,

Eisner describes education "as a process aimed at converting potentiality to actuality"

(Discipline 14). Skills in the arts are developed just as they are in other fields, as Eisner

points out: "complex and subtle skills are seldom acquired in single settings. They require

time, repetition, exploration, and continuity of effort and practice"(DiscIpline 14). For

teachers to help students develop the abilities inherent in all learners demands attention,

time, and multiple viewpoints. Developing the creative process through collaboration and

personalization is an ongoing pursuit of inquiry. Imaginative writing can open whole

passages to learning, as it inspires confidence and flexibility. In a dialogic curriculum, for

instance, students can gather the knowledge and viewpoints of others while pursuing the

exploration at hand. Receiving assistance from classmates becomes essential. It is
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analogous to making a map that is appropriate for a particular use. The terrain itself may

not change, but we learn through the suggestions and needs of others what aspects of the

mapping might be emphasized. Should the topography be highlighted? The road system?

The waterways? What should the scale represent? Collaboration provides support, and the

gateway reduces the anxiety of writing a piece on one's own. From a social, interpretive

community, writing blooms into a democratic act. The piece is not "written" by all, but a

group has the power to influence its "writtenness." In other words, bashful writers can be

encouraged; they can learn generative approaches and find the bravado to pursue them.

Howard Gardner's "Theory of Multiple Intelligences" assures us that there are

fewer distinct, closed portions of knowledge, and that our abilities are interconnected.

Placing words on a page can be a form of linguistic intelligence just as it can be one of

spatial intelligence. Linguists tell us that meaning is ultimately derived from one's

perception of space. Words can operate like the complex parts of a model, or like the

mystic's dream-spun articulation. "The creation of powerful and sensitive images is a

matter of mind," according to Eisner, "a matter that requires inventive problem solving

capacities, analytic and synthetic forms of thinking and the exercise of judgment"

(Discipline 11). Good teaching follows this artistic model of creation. Teaching helps to

integrate diverse intelligences while honing issues of craft and ethical choice. A classroom,

really, is a gathering of intelligences. To consult, support and interrogate different kinds of

work takes different talents, and under these talents prosper different inquiries. It may take

multiple teachers, with different talents to encourage students in the multi-faceted

dimensions of their work.
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Though much research has been conducted on the teaching of composition, little

has been conducted on the teaching of creative writing (many books offer exercises

without theoretical frameworks), and very little attention has been given to how

imaginative writing can be used to explore other disciplines in high school and

undergraduate classes. Though many math and science courses now use journal writing as

part of the process learning wave, very few look to poems and stories as ways to gain

insight into technical matters. In Einstein's Dreams, a novel by Alan Lightman, for

example, the theory of relativity is built through fictional slices. Some students work well

with this narrative approach to understanding physics. By generating their own fictional

accounts based on Einstein's work, they would be even better equipped to understand the

theory of relativity and the human dilemmas surrounding Einstein's own creative process.

A student who understands physics can use her spatial intelligence about the subject and

bring that into language. Language, like a model, can become a three dimensional exercise

in form.

Wendy Bishop, Arthur Applebee and Joseph Moxley have all conducted excellent

research in the teaching of creative writing, and offeied outstanding insights into the

teacher's role as instigator and collaborator. Bishop, Moxley and Applebee research the

need for specific attention to the teaching of creative writing. They all consider the

effectiveness of creative writing's most common pedagogy: the writing workshop, a

structure that dates back to the last century. The University of Iowa institutionalized the

workshop in 1936 with the introduction of its graduate Writing Workshop, a core of

programs in Creative Writing. The pedagogical techniques of the workshop have changed

little over the years, as Katharine Haake describes in "Teaching Creative Writing if the
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Shoe Fits".(77). The workshop is centered on a mentor writer who offers critical feedback

'to repair poems or stories. Instead of embracing the choices of a creative process, typically

the writer-teacher isolates issues of craft. Though this may be valuable at the graduate

level, other difficulties arise with less experienced writers. In fact, the lack of attention to

the intricacies of teaching imaginative writing establishes deficits in the literature

classroom, since literary terms and applications are more difficult to learn when one does

not try the techniques that established writers use. Hands-on, experiential learning is

essential to understanding science, and it should be given similar attention in the

discussion of novels, plays and poems. By learning to ask "How did this writercreate this

effect?" or "How might he or she have chosen this particular strategy?", students can see

how literature is structured, how it forms rich myriads of imagined worlds. In M.F.A.

workshops, the goal is publication, and this pressure often shuts down dialogue about

possible choices within the creative process, opting, instead, to critique choices already

made. Workshops tend to produce "stars" along the way. Instead of telescoping attention

to particular stars, or to the teacher at the center of this activity, the endeavor of learning to

write ought to be directed to the entirety of the heavens. All of the dilemmas of a particular

writer's collecting, forming, problem-solving, ruminating and revisiting need to surface as

a viable topic in our classrooms, and all students need to be valued for their writing as well

as their collaborative practices.

The workshop is a false model of democracy. Instinctively it says, "All of the

participants are valuable. We all collaborate to improve each other's work." Yet, with the

mentor writer at the center, most workshops end up writing to the middle, and trying to

please the leader. Each student is like a spoke to this hub. But there is no outer rim, no
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sense of larger inquiry to connect these spokes. This wheel, ultimately, cannot roll. Of

course there are successful workshops, and teachers who are agile enough to step out of

the way and encourage the sparks and cries of the working process itself The dialogic

curriculum foregrounds collaboration, and the constructivist model instigates research

through essential questions, generating exploration. In many cases, however, the workshop

implodes, draining personal needs to the center instead of moving outward into

imaginative concerns. Without treating the writing classroom as a studio, a place with a

variety of tools and activities, students turn inward with their work. Again, this brings them

to personal expression instead of to inquiry into other realms. How students learn to

generate, sustain and wrangle with the dilemmas of the process is rarely discussed. Most

workshops are the homes of clever mechanics. We may never fully learn the secrets of the

masters: they fix the problems without showing their proteges the brilliance in the flaws,

the possibilities for further exploration, and new webs of choices.

Will she fall in love? Will she be pleased by what she finds there? Like her

grandmother, the girl has come to a new place, hoping for companionship. Her visits with

the stranger have brought her into these wonderings. In the dark warehouse, she sees the

light rooms of her grandmother, and the loveseat where couple above the drug store sit

each evening. Their lives burn with nostalgia.

The girl is dizzy with the shelves, the jumble of rulers, stethoscopes, barometers,

loose pens, measuring cups, electrical cords, shoe horns. Nothing, in this part of the
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warehouse, is labeled. Her legs thicken and her eyes slip. She curls in a long abandoned

chair, her notebook sliding from her knees, and she sleeps.

Creative Writing offers the best stylistic and technical examples of strong, varied

writing. When students turn to fiction, creative non-fiction, poetry and drama, they find a

range of techniques with which to construct and sustain essays, letters, lab reports and

personal reflections. Imaginative writing informs historical and theoretical writing, and

when students practice their own versions, they learn how good writing is put together,

how the architecture of their work can be improved.

Investigating other disciplines can too often be a closed series of encounters. The

post-modern channel-flipping of student lives, rushing from math-to-science-to-history-to-

art-to-English, needs some common thread of inquiry. We've all heard about writing

across the disciplines, but what this research proposes is to write through the disciplines.

To use poems, stories and plays as models to discover more about math, science, history

and the arts means putting these disciplines into creative contexts, contexts created by the

students theinselves. This process is as important as the creative products it will generate.

Through the collision of imagery and idea, the revelations are spaces opened, new

possibilities of learning and discovery. For a synthesis of complex ideas to occur,

engaging, ruminating and problem solving must play a role. Though stories, poems and

plays open possibilities, they still have imposed structures. It is the dialogue between the
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structure and the interior issues of research that tip the ideas to us, and allow us to

rummage through them..

In a media-driven world, the basics of academic inquiry are shifting. Educators,

legislators, parents and presidential candidates all argue over what students in America

should know. They pay little attention to how students should come to know what they

know, and many have little respect for developing holistic research techniques over the

memorization of facts and isolated visits to the library. Research inspires images of dried

paste, yellowing pages, and hours spent in musty rooms. Though we now have more

methods of research available than ever, "standards" circle the target to which legislators

and reformers aim. The standards movement bears the language of suffering: students

should "conform" to standards; standards should be "rigorous" (rigor inspires the image of

metal spines snappi upright in the bodies of children); standards "must be 'met," and

-American children must have a jump on standards," as if with the luck of a passing train.

It is promising to see smaller schools proliferating, ones which focus on "habits of

mind" rather than upon factual mastery as evidence of student learning. Deborah Meier's

Ceritral Park East in East Harlem and Ted Sizer's Coalition of Essential Schools are

inspiring models of student inquiry. For these schools, learning is less about rigor and more

about persistence. In the working world and in the world of academic study, people have to

"walk around" a problem until they see an opening, a sliver to pry through. Real inquiry is

more about what the Japanese term gambura implies (coined for use in education by Fred

Dust, Head of the Bush School): a persistence that involves the whole self, rather than

mere memorization and linear logic."
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A man rolls the trunk from its resting place, heading into another part of the

warehouse. As she walks along side the trolley, the girl holds the trunk's open lid and

points to the aisles. "Turn here," she says, tilting her head in the direction of a row of

heirlooms and spilled flea market trifles. "It can rest here, in this space."

The trunk stands upright, and the girl opens its latches. She imagines her

grandmother checking her things, standing the trunk on the docks, with the breeze of a new

land catching her skirts. The girl lays the dresses and trinkets over the lid, and looks

through the heirlooms. Next to her trunk are the shallow boxes of her friend's keepsakes: a

flattened uniform of her father, the lackluster pearls of her mother. Somehow, these

treasures glow with adjacency, as her own belongings and her friend's should mingle there.

In a way, the girl thinks, all of the keepsakes belong together. Through the stories

they tell each other, the girl and her new friend have made a new family out of their

isolated ancestries. The girl vows to visit the trunk and boxes, adding and retrieving'

whatever she needs. Already, her grandmother's life becomes more lucid, emerging from

the haze of the past. She is bringing them back to life, this time back to her own.

* * *

Neil Postman's and Charles Weingartner's book, Teaching as a Subversive

Activity, published over twenty five years ago, re-ignited John Dewey's notion that "in
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every integral experience there is form because there is dynamic organization... The

organization is dynamic because it takes time to complete it, because it is a growth" (55).

For P6stman and Weingartner, the growth of dynamic organization in learning is through

"the inquiry method." Growth, in this version of learning, does not come from teacher-

imposed "rigor" but from the student herself. To explore a web of ideas "activates

different senses; attitudes and perceptions; it generates a different, bolder, and more potent

kind of intelligence" (27). When one becomes deeply immersed in the process, the inquiry

itself mixes with the subject explored. As Postman and Weingartner describe it, "learning

is a happening in itself' that helps "increase the competence of learners"(29). Dewey,

perhaps Postman's greatest influence, described the process this way:

"Material is ingested and digested through interaction
with that vital organization of the results of prior experience
that constitutes the mind of the worker... Experience, like
breathing, is a rhythm of intakings and outgivings. Their
succession is punctuated and made a rhythm by the existence
of intervals, periods in which one phase is ceasing and the
other is inchoate and preparing....The form of the whole is
therefore present in every .member. Fulfilling,
consummating, and continuous functions, not merely ends,
located at one place only. An engraver, printer or writer is in
process of completing at every stage of this work. He must at
each point retain and sum up what has gone before as a
whole and with reference to a whole to come (55-57).

But the creative process is not as clean as the "completing at every stage" that

Dewey describes. Postman and Weingartner point to "question asking, defining, observing,

classifying, generalizing, verifying and theorizing" as components of the process, noting

that "the inseparability of language and inquiry is obvious" (37, 115). What seems to be a
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dilemma of language may be a dilemma of the inquiry itself. In turn, a dilemma in the

inquiry may be partially resolved through language.

Research, by its nature, is full of dilemmas. Within these live the possibilities for

the alchemy of true learning. But there are hazards of research that require a teacher's

profound ability to help students make good choices. Wholesome research offers a

repertoire of strategies to enter unfamiliar material. Research is active contemplation. The

composition theorists, particularly.Donald Murray and Peter Elbow, offer insights into the

early stages if collecting. They break down some of the mystery inherent in the creative

process. Students themselves offer fresh perceptions, visions of what it means to live in a

particular present. Students produce their own language. And, at the risk of factory

metaphors taking over and thrusting us back into an industrial model of schooling, let us

say that students also produce meaning, and collaboratively, they produce a stronger

meaning. It is not an assembly line, but a room of experts all fiddling with the product at

hand. This is not Dewey's model of progressivism which directly serves an industrial

society; rather it is a model of developing Postman's and Weingartner's "condition of

mind" and Deborah Meier's "habits of mind," qualities which serve a culture of thinkers

and questionersnot workers who imitate the tasks of machines.

Postman and Weingartner embrace inquiry as a series of uncoverings, unravelings,

and choices. "Most human problems require us to make choices," they claim, and "this is a

much more rigorous process than making a decision. We have to include more, recognize

more, consider more, and provide for moreof everything....Anything different from

what was expected is 'admitted' into the system"(117). Piaget's notion of learning as a

process of assimilation and accommodation points to the "system" Postman and
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Weingartner describe. Learners, as part of their process, must admit the information into

their frameworks of inquiry, thus revising the frameworks, and what Dewey labels the

"dynamic organization." The best initial frameworks are, for learners, plastic and flexible.

One morning, the girl finds a book and brings it to the warehouse. It has pictures of

cut glass vases, tiny lamps, china figures, and other collectables one might find in an old

house. The girl thinks the pictures are beautiful. "Look," she instructs her friend. "These

are just like some of the things we have seen."

Her friend nods. "Are they worth anything?"

"I just like them.- The girl points to a crystal candy dish. "Mine is sort of like that

onedon't vou think?"

"Yeah. it is." Hey, look at these dates. Is that when your grandmother was living?"

From the pictures, the two girls imagined a wealth of furnishings, a place where her

grandmother dusted and lived to be old. But life, they knew, was not quite like that.

Somehow the girl's grandmother had managed to give birth, and then to disappear almost

as quickly as she had arrived, leaving her trunk and her young child.

* * *

Just as the house and the living cannot be separated, language, as a route, can

. hardly be separated from its discoveries. To suspend judgment and to write into new
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contexts means unlearning fixed paradigms and shuffling them for the benefit of both

vision and truth. This makes language more organic, arising from the exploration, and it

inspires the exploration to bend to the language at hand. Revision of one may unravel and

remodel the other. The inquiry and the language used to pursue it are response-driven,

ongoing, and headed spiraling toward product. When a student is persistent in thinking,

engaging, reconsidering and problem solving, she opens up possible strategies to

dilemmas, both narrative and poetic as well as ethical. This is an important series of stages

in generating synthesis. The project at hand must relate back to its guide, and the guide

must see a place in the social framework for the project.

But how does creative writing as a form of inquiry find relevance in a larger social

context? First, by writing poems and stories, students are connecting to literature of the

past, and in many ways, letting their own creations-be influenced by work that they have

already read. This gives nascent writers some insight into the complex issues of craft, and

anchors them in a present that affects their research in marked ways.

Second, young writers can benefit from writing commentaries about their stories

and poems. A reflective commentary should accomp.any all creative endeavors, not to

privilege linguistic intelligence over others, but to offer the student and her viewers other

kinds of access to the project, and to account for choices made within it. These

commentaries should outline not simply the dilemmas that the creative process has posed,

but how the decisions the writer has made are reflected in the craft of the final piece. The

dialogue between the artistic piece and the commentary provides a metaphoric construct of

two things compared, and can inspire critical thinking and reflection on the work. It has

these following possibilities:
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to separate the student from her work by giving an aerial, critical view of it;

to create a meta-awareness of the choices she has made in the process;

to use the vocabulary of the craft at hand and the language of expertise within the field

of inquiry;

to identify mastery and spaces for more inquiry;

to place revision within the fabric of creating itself;

to learn more deeply about literature (or any medium that is the subject of the inquiry);

to establish the arts as a varied and complek arena, suited to a variety of purposes;

to constitute research as an art, thus inspiring art-like techniques;

to increase the "competence of learners" (Postman 31).

Postman and Weingartner summarize the opportunities in the inquiry method by

claiming that learners "are more persistent in examining their own assumptions; the use of

definitions and metaphors {become} instruments of their thinking and are rarely trapped

by their own language" (32). A writer or painter can gain confidence as a thinker by

utilizing two structures of expression.

The third way to find relevance is to connect these poems and stories to other

poems and stories within the community. Exhibitions, presentations, dialogues and

submissions are all vehicles to connect the stories and poems to the larger machinery of

study and of relevance. Theodore Sizer's Coalition of Essential Schools provides a

working model of presenting material to larger communities, as well as within one's own.
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"You may look at the collections from other cultures, but you may not try on the

costumes," the security guard tells the girl. "Those items are sacred, not to be.woni."

The girl wants to don the masks and parade through the warehouse. She wants to

feel what it would be like to have a heritage different from her own. Instead, she stands

behind the red ropes strung in front of the shelves and peers into the rows of items. The

more she looks into her own trunk, the more she desires to look into the trunks and shelves

of others.

"Vanity does not become you," says the guard. "These things are not yours."

The girl becomes curious enough to look, but not rude enough to wear the

belongings of others.

Language works powerfully: it unites whole governments and dispenses opinions

from its citizenry. One must navigate through the disciplines, creating one's own sense of

cultural heritage, while respecting the various heritages of others. The arts provide a'

profound pivot for any investigation; yet there are ethical issues which any artist or writer

must confront. How easy it might seem for a young American writer to create a story from

the perspective of a !Kung Bushwoman. With the right articles and photographs, her life

might seem easy to render by connecting "facts", photographs, cultural icons. But the

imagination cannot hold up under certain presumptions. A writer always has to check the

authenticity of her voice, and work against the desire to appropriate the lives of others.

When she places herself in an honest proximity to the material, she must acknowledge
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what is within her rights to claim as a narrator. Wise teachers can guide students through

such choices, helping young writers and artists understand that context is crucial to the

rendering, and that one's narration conjures up ethical dilemmas.

To create new verbal structures that counteract bias, to reveal past frames of

reference that are no longer revealing, and to revive the dead language of research while

igiving it new perspectives, all negotiates ethical and social terrain. If writers are to put

their work to use in the social fabric of the culture, they must see the power of the word.

Paulo Freire is quite articulate about this: "Within the word we find two dimensions,

reflection and action, in such radical interaction that if one is sacrificedeven in partthe

other immediately suffers. There is no true word that is not at the same time a praxis.

Thus, to speak a true word is to transform the world" (75).

If the word has to be "true", doesn't that say something about content? Aren't there

facts and trends which need to be recorded by students? How does creative writing allow

for such content to thrive? Creative writing acknowledges distortion immediately. It says,

"These facts are accurate, but I will use theM in a context that will make them true." Truth,

really, is about alignment:Imaginative writing offers'a structure for ideas and factual

accounts to be actively stored. After all, the historic ballad kept the memories of wars and

royal lineages alive. Hemingway's stories bring realistic accounts of the Spanish Civil War

into our living rooms, just as Jamaica Kincaid's novels underscore many of the "facts" of

life in Antigua. A poem or a story is a salient structure that can uphold the demands of

content, while placing them into the particularity that imagined contexts demand. Many

contemporary poets, including Jorie Graham, Allison Deming and Alice Fulton have
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ruminated issues of science in their work, with an attention to the intricate nature of facts

and hypotheses.

Like Dewey, Jerome Bruner describes the nature of knowledge as a dynamic

structure: "Knowledge is a model we construct to give meaning and structure to

regularities in experience....For it is structure, the great conceptual inventions that bring

order to the congeries of disconnected observations that gives meaning to what we may

learn and makes possible the opening up of new realms of experience" (Knowing 120).

Negotiating a structure is part of the creative process; others call it revision. Students are

often resistant to "revising" their writing. Actually, this is quite understandable. Essays

burdened with red marks come back to them, and any writer must have a flicker of

embarrassment and a desire to "fix" the errors and put the whole piece to rest. But

embarking on a longer creative process, one which is not corrected but encouraged, one in

which choices are faced with bravado and reason, demands more than tinkering with

mechanical problems. It involves looking at the whole system of the exploration and the

poem or story as representative of that, as well as a separate piece of art.

The unconscious has always been romanticized as a powerful force in creativity,

perhaps because it has less of the mortar and glue of structural dilemmas. All writers turn

to the damp ferment of the mind's dirk spaces, hoping their work will draw out surprises,

unfamiliar truths. Many writers say that they write poems to discover what is true, and

record it in a new way. Any writing, really, is creative. A legal brief, for instance, shifts

through facts, seeking places to open them into arguments. Research ushers lawyers

through imaginative opportunities: they build solid cases by sifting through case books,

warping their findings to the facts, and connecting them with the language of conviction or
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defense. In the end, perhaps lawyers too are surprised by their own interactions with a

process of investigation.

When the girl sifts through the aisles and finds other items that remind her of her

own, she has a clearer picture of her grandmother. The linens are hand-sewn, the silver

sachet boxeS wrapped in felt. Across the aisle, she sees an old photograph yellowing in a

frame. Inside: a man seated at the head of a milk wagon, his horse looking askance,

beyond the frame. The silver frame matches her grandmother's sachet box, her silver

handled comb. For the girl, this marks an era, a time when linens were worn for weddings

only, and milk was chilled in holes beneath the floorboards. Her grandmother, unmarried

when she crossed the sea, must have come to the new country in anticipation of a wedding.

The dress, pressed into the trunk, had been unworn. The girl thinks now of men in milk

trucks, the flicks of mud against her grandmother's shoes as she stepped from the

gangway. It was here that she searched for her new husband. Could he have come to her in

the starched seams of a war uniform? The story unfolds, much like the dresses released

from the box, battered now by the decay of relics, and bolstered by the girl's own visits to

the warehouse.

* * *
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Surprise is what Bache lard calls "novelty," the unpredictable alchemy of

metaphors. By bringing two formerly unlike ideas, objects, or events together, the collision

can create new and unexpected truths, an escape from cliché into some new insight.

Bruner says that "all forms of effective surprise grow out of combinational activity, of

placing things in new perspectives" (Knowing 20). Such "fruitful combinations" (20)

instigate learning, and are the provocation in searching for new truths. Because writing

rebels against fixity, as Bahktin noted, intent cannot remain cemented to the utterance

(272-76). Intent and slippage, as a polarity, develops a creative tension which opens

possibility. Language uncovers deeper intents looming in the subconscious, and thriving

upon cultural cues, it shifts and exposes new insights. The resistance of language to the

individual's utterances (293-4) may, at first, frustrate those in the midst of imaginative

tasks; they want to say what they mean and having-said it, they want it to stay put. Who

can blame them? Writing, in our society, is often heralded as a direct transcription of

thinking, as if we all, like Bartleby, are scriveners, taking down precisely what the mind

dictates. But writing is less a dictation from the mind, and more a collage of ideas, moving

and banging against each other, organized into a particular representation. Writing is more

map than transcript; it renders complex terrain and pieces it into a whole. Some areas we,

as readers, visit more than others as we scoot across the topography of the piece. In the

process, the mind fumbles along, and the pen picks up scraps in its wake. Later, the mind

and the writing tools make compromises; they negotiate deals with each other. Form

evolves in the synaptic snaps of internal wrangles and external physical actions.

Teaching, too, is like this. No one expects her students to clearly recite all of the

profundities of presented material; instead, teachers help students move around the mass
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of material, guiding them to their own revelations and complicated patterns of discovery.

Along the way, good teachers, like good writers, are surprised by the originality and

synthesis of thoughtful reflection and engagement. They are masters of compromise and

negotiation. The encounters that foster absorption, as Rollo May suggests, sustain the

interactions with the creative process itself. Pleasing surprises result from the integration

of left and right brain activities, promoting discovery. The renowned author of Flow, an

intellectual treatise on happiness, Csikszentmihalyi, also fosters absorption with tasks as

the key to persistence, deep thinking and, ultimately, pleasure.

Discovery is also promoted by collaboration. To move inside an inquiry is an

inclusive activity. One has to let others and "otherness" in. If language maps the terrain,

then we must work on both the terrain and our mapping of it, so that in Freire's terms, we

can make the words "true." Truth is better revealed by exposure to varying points of view

and our own circuitry, exposed to the matters at hand. To create and to unearth the

unpredicted truths means to investigate deeply while being as patient as a security guard.

Though the alchemy of formerly disparate ideas, the creative process thrives. Bruner

recommends setting up heuristic endeavors, aiming a compass toward productive

combinations. In the end, we live within the maps of our making, in turn transforming our

relation to the world into intimacy.

On a day when the weather cracks open and spring leaks into the streets, the girl

walks to the warehouse. The chill in the air feels like warmth. Ahead, she sees the
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warehouse doors thrust wide, and a little flock of passersby clustering to the now-widened

entrance. The outer walls seem to peel away as the girl draws near. Light intrudes,

illuminating the aisles, catching the boxes and unassembled furniture. The girl pauses,

scanning the rows, the items thrust anew into the light.

"Step aside, please," the guard says. "We need to get a truck in here."

"Are you selling anything?" asks a woman on the street.

"We're moving some of this stuff to a bigger place," the man says, waving to a

truck, backing down the block.

"Will my things be going?" asks the girl.

"Most will," he says.
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SPACE, STRUCTURE, STORAGE

Poetry is the art of seeing what isn't. It makes visible the spaces in which nothing

existed, and it emerges to fill these caesuras of our lives, or to remind us that such silences

exist. To create something from open space, a poet structures language, and in that matrix,

she stores innuendo, metaphor, philosophy, history and narrative. In the end, a poem is as

real as a warehouse. Readers, enter at first puzzled by the space; they look closely at the

building's cues: how it was constructed, how it fits into the environs, and what it might

hold. To read, after all, is to furnish and to store our belongings, to keep the experience as

part of our inner lives. By holding poemsas well as storieswithin us, we are weaving

complex interior narratives filled with longing and learning. Writing stories, poems, and

plays, and storing them on paper, rearranges and manipulates our fantasies; they assist

their creators in making sense of the world around them.

Learning, in many instances, is about storage. In school, we plug our heads with

verb conjugations, dates of wars, names of generals, the process of photosynthesis, and we

expect our teachers to excavate, to make us ready, and to provide us with such fill. But real

learning, as John Dewey and Ted Sizer tell us, is actually about connecting things, making

ideas out of isolated facts, forming opinions and substantiating them, and building new

frameworks for our beliefs and ideas to thrive. These are the elements we assemble inside

the warehouse, that place that once did not exist at all.

It is memory-- personal, cultural and historical-- that constructs our ability to store

knowledge and our uses of it. As Frances Yates points out in her seminal book The Art of

Memory; memory is "the converting power, the bridge between the abstraction and the
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image" (96): This dialogue between symbol and idea initiates critical thinking, rather than

simplistic notions of representation. To place a lens on this interaction between the

abstraction and the image, drawing upon our own experiences and those of our culture, we

have the power to build a structure and then use it for storage: a monument with the doors

pulled wide and the entrance gaping, always open. Later, we wheel things in and out at

will, and if needed, we remodel the building, sometimes changing its very structure, to

accommodate our remembrances..

In these spaces where new visions can be structured, ideas beg forms. How will we

formulate what we know? How will we outline our explanations? And, traveling outward:

what forms do the culture's ideas come in? How have people built structures before? Like

poets, open spaces beckon to us. Wallace Stevens, at the end of "The Snow Man," writes

about this very recognition:

For the listener, who listens in to snow
And nothing himself, beholds
Nothing that is not there and the nothing that is (9-10).

To educate, teachers must have faith in the "nothing that is not there," and most of all in

"the nothing that is." Teachers offer possibilities andfacilitate the construction of learning.

They unroll blueprints and ask students to change them. They ask students to see spaces

and to build and to store.

Writing poems and stories and reconstructing them orally are two forms of storage:

paper storage and body storage. Both thrive on what James Moffett terms "inner speech,"

and what Frances Yates defines as the art of memory: "inner writing." What we keep

inside our bodies, what we retain and what we feel as part of ourselves is crucial to human

development and to anyone's ability to thrive in future emotional and intellectual arenas.
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Body storage helps us act and to communicate immediately in "real time" through what

Deborah Tannen terms "interpersonal involvement." She notes that literate strategiesa

term she later refutesimpose "relatively less focus on interpersonal involvement" than

oral discourses (124). Tanne-n assembles these oral strategies which include: "pacing, rate

of speech, overlap and interruption, intonation, pitch, loudness, syntactic structures, topic,

storytelling, humor and irony" (133). These are all vehicles for pulling what is stored out

of ourselves, and possibly, influencing our listeners, helping them to remember the

interaction, placing it into their own forms of body storage. These strategies facilitate the

loading and unloading of images, as well as their assimilation into us. The magic of

storytelling becomes an art where these techniques mingle in a new way, inspiring the

magic of oral experience.

Paper storage, on the other hand, organizes our thoughts for more complex readings

that do not exist in the present. These readings live outside of "real time." On paper, as

writers and students, we create a different variation of storage, for a less personal, less

immediate purpose. Since paper is a separate entity from the body, and vulnerable to a

different set of environmental influences, literacy ushers in a whole realm of complexities,

both as a process and as a fixed storage. The act of physically rendering a story or poem on

the page is a different kind of making something out of words. As Moffett says,. "Because

inner speech is the matrix of spontaneous discourse that can be composed in any direction

and that reflects any externalities, it allows us to integrate all discursive learning" (Center

80).

By retrieving inner speech, bringing it outward, and revising it for the page, we

hone and explore what we have stored, creating then a new structure in a space that had
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not been filled before. Moffett calls writing a "revision of inner speech," and he claims

that "nothing is so important to education as this circularity of inner and outer speech,

mind and society" (Center 77, 95). To learn is to integrate, process and store. It is also to

give away what we have stored. What we learn is self-replenishing, thriving on use.

Because fictional, poetic and real experiences merge in the hodgepodge of the

mind, they all are the materials that structure value judgments. At times, one cannot

separate a real life experience from a "read- experience. Freud credited imaginative

activity with the power of lived activity, since both deeply influenced the psyche. James

Britton claims that by taking on the role of the witness, one sees one's own past and future

experiences along with those of others. Practicing this means one can also witness "events

that have never happened and could never happen" (103). All of these experiences

contribute meaningfully to our being.

Stories and poems are open structures, not airless bell jars, but storage mechanisms

that hold possibility. They store literal imagery and the permeable abstractions of working

those images; readers supply the bridge of memory; the alchemaic process grows, like

"black flowers bloom(ing) in matter's darkness" (Baehelard 19). Fiction also creates what

Sapir terms the "reduction of experience to familiar form" (339). Poems, in contrast, are

essential utterances, webs of essence, while stories host situations adjacent to our own,

realms where repression and desire can be unleashed, places where we might turn around

and see new perspectives. Both poetry and fiction need the potency of lived experience to

bloom; they allow us to incorporate particular fictional events into our own world views.

Umberto Eco describes fiction as "the opportunity to employ limitlessly our facilities for
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perceiving the world and reconstructing the past," and we "train our ability to structure our

past and present experience" (Eco 131).

Memory becomes an adhesive between living in'the present and realigning the past;

it is the bridge between image and abstraction that Yates so artfully describes. Sometimes

the process of building the bridge suspends time: for the writer, a world of past and present

can exist in one fiction or one poem which the reader re-activates in her own present, thus

dissolving the bridge itself. James Britton writes:

Events take place and are gone: .it is the representation that
lasts and accumulates and undergoes successive
modification. It is from the representation we make that we
gain a sense of a continuing existence in a world that has a
past and a future, a world that remains in existence whether
we are there to perceive it or not (18).

How much this implicates fiction and poetry! Writers create representations, perhaps

inspired from actual events, and they create new spaces for understanding. "This is to work

upon our representation of the particular experience and our world representation in order

to incorporate one into the other more fully," as Britton states (19). Havelock narrows this

idea by pointing to Piaget's model: "The mind's attention is continually bifocal; it

preserves an identity, yet it makes room for a difference within this identity" (147). Our

storage is constantly shifted, filtered and replenished with new materials, as are our

readings of stories. In the end, both the internal paradigms of the mind have to

accommodate and translate imagery into abstraction, and the external presentation,

whether written or oral, must attend to structure as an expression of what is stored.
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When we make things, we make symbols, iconic images. When an architect creates

a building, she uses symbols in her materials and in her framework. The building itself

becomes a symbol for shelter, a representation of what is held there. Suzanne Langer calls

symbols "the typically human form of overt activity" (Philosophy; qtd. In Britton 21).

When we act, or when we store information, we are structuring symbols. Symbols become

the image end of the bridge to abstraction, as well as items to be stored within working

structures. To make poems, read texts, build buildings, write letters, we are reliant upon

representative devices. These symbols construct experience, and literature becomes, as

Langer claims, "virtual experience" (Problems 29). And experience itself is a construct; it

too fills spaces. When someone dies or when a book is burned, the space diminishes. It

disintegrates. We use memory to protect the ruins. In oral cultures, where history is not

recorded on paper, people protect the constructed spaces with tales, music and dance-- to

both hold things in place and to allow them to metamorphosize. In literacy cultures, pages

emerge as a vehicle to keep the memory of the lost alive.

Writing poems and stories constructs what isn't. It is also constructing what is. Like

Stevens' speaker who sees in the snow both emptinegs and possibility, we are all searching

for ways to leave marks on our world, and to let the world leave marks on us. Learning by

creating unites these two: in filling spaces, building structures and nurturing storage.

USING PROVERBS:

Proverbs are a natural bridge between paper storage and body storage. While

tucked in the body, proverbs retain deliberate syntactic frames, useful in both speech and
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writing. As culturally-embedded metaphors, such aphorisms store distillations of folk

wisdom. In many cultures, people draw upon proverbs to identify and deconstruct complex

situations. Because of their simplicity and brevity, in both structure and abstracted lesson,

they are "adopted as elementary lessons of culturally valued behavior" (Moreno and

Di Vesta 179-80). Proverbs are also useful to students, not only to identify and to

recommend appropriate behavior, but to use as a method of inquiry because they

"summarize prior experience, contribute to our expectations, and allow prediction of

outcomes in novel problem-solving situations" (180). This, for students, is a gateway to

critical thinking. A person who can invoke a proverb in a given situation, therefore, is not

dealing with an unknown," say Goodwin and Wenzel (142). Students can use proverbs by

relying on the cultural and personal storage they provide, and by mounting new proverbs in

old frameworks. In this way, learners can confront "novel problem-solving situations" and

make predictions. This method, as a mechanism for learning, puts language in action, in

form, and therefore in contexts to confront and disassemble enigmatic scenarios.

As frameworks, proverb structures are predictable and classifiable. They are also

communal, relying upon interaction, and quite often, they can even be more powerful than

the poet's storehouse of images. Proverbs resonate in everyday speech, and the listener

pauses to assimilate the proverb and reapply it to the situation at hand. Proverbs can

inspire the poet, urging her to build new truths from them. Such adages, shared socially,

rely on fixed, identifiable syntactic constructs. Some formulas identified by paremiologist

Alan Dundes are:

"Better than



"A is a

never

or

444 said the as (s)he " (46)
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"From the structural point of view," write Holden and Warshaw, "a proverb, is

really an equality expression. Graphically, it can be portrayed as an equality expression

between two statements, one literal, one abstract. The abstract one must be constructed"

(63). In simpler terms, a proverb is a metaphor. Listeners have to build the abstract ideal

from the concrete, and apply it to a larger context that is both specific and abstract: "All

proverbs are potentially propositions which compare and/or contrast" (Dundes 54). By

having the model to compare one unknown with a known, a student can come to a greater

truth about both the known and the unknown. Making metaphors is not easy; having a

generative proverb frame makes the process easier.

When given more detailed analysis, proverbs also display more complicated

lodgings: "The basic architectural structure is composed of four statements or propositions

and this is the basis for calling it quadripartite...four is a pervasive and stable deep-

structure, what Levi-Strauss called a model" (Perry 31). The syntactic structures also

display logical connections, illuminating the connections between the four propositions. In

the process that Goodwin and Wenzel outline, the roles of proverbs reach from specific

patterning into resonance; they "1) reflect an implicit typology of patterns of reasoning or

argument, 2) illustrate and comment upon legitimate patterns of inference, and 3) caution

against general and specific fallacies" (157). The logic of proverbs hangs on their framing,
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their structures. Even when they resound with truth, they are inferring accuracy with the

establishment of patterns, cues we easily, but mysteriously, recognize in speech.

Even in such logical frames, proverbs rely heavily on poetic devices. Like poems,

they distill experience. Ruth Finnegan states that "Proverbs are a rich source of imagery

and succinct expression on which elaborate forms can draw" (11). These elaborations take

on elements that transcend exposition, becoming poetic. Finnegan recognizes the element

of imaginative writing in proverbs: "...in addition to terseness and relative.fixity, most

sayings classed as proverbs are also marked by some kind of poetic quality in style or

sense..." (14). This intersection of the poetic and the structural open gateways to critical

and imaginative thinking, demanding applications to particular situations while also

universalizing them.

When students adopt these poetic devices, which Frank D'Angelo outlines as

-alliteration", "rhyme ", "metaphor and simile", "repetition", "ellipsis", "parallelism",

"antithesis" and "puns", they can learn more about the strategies themselves, while, at the

same time, embarking on the process of using proverbs as generative frames (366). Here,

the toolbox spills open, creating many uses, not the least of which is to "offer a general set

of rational strategies for deliberating about life's problems" (Goodwin and Wenzel 158). In

using proverbs, one gives an anchor to an enigma. Something vague and puzzling is

grounded within the application of a proverb. Since a proverb can "disambiguate complex

situations and events," by their nature, such aphorisms must be open-ended to allow the

injection of intuition, opinion and projection (Lieber 101). Of course, the proverb alone

serves to make sense of particular situations; the structure can be fixed while its
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implications and uses burst into open spaces. The structure frames the reading at the same

time it imposes freedom upon it.

Once used as "proof in formal arguments, and as a means of learning to

paraphrase," proverbs have been utilized by students for centuries (D'Angelo 367). Young

scholars in the Renaissance filled their commonplace books with adages. Other than the

Psalms, no rhetorical structure has so infused speech across cultures, and for such an

extended period of time. Even when isolated from whole contexts, proverbs ask their

listeners and readers to draw inferences and develop abstract reasoning: the same skills

demanded of a good reader, writer and storyteller. Proverbs provide opportunities for

students to look closely at the functioning of grammatical structures, individual words, and

literary devices (most notably metaphor).

Quotes, statements of wisdom, proverbs-- they all entice us. Proverbs can inspire

adolescent thinkers who have reached the Piagetian stage of formal operational thinking,

who are developmentally ready to grasp abstract meaning. (Research of Piaget, Holden,

Richardson and Church suggests that students younger than eleven or twelve generally do

not grasp proverbs.) Adolescents are, according to Pia. get, "the individuals who submit

themselves to possibility," and this new stage of awakening opens the door to a complex

storage facility in the mind. Because it feels motivating to find wisdom and apply it, one

can also marvel at inventing-it, filling spaces with new structural frameworks.

A proverb can open the gates to something not understood. But for a proverb "to

endure, it must also be useful. It must have some strategic value in coping with some

relatively common human problem or situation" (Goodwin and Wenzel 142). Parents

invoke proverbs as they grapple with raising their children; business people use proverbs to
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understand complex dealings with markets. Yet proverbs are a departure from regular

speech. Psycho linguists have long tried to ascertain how we orally tag these differences.

Something shifts in a speaker's utterance when a proverb is delivered; something tilts in

the listener. In oral cultures, these proverbial shifts lace speech. In poetic writing one can

sense the notion of the essence, of stylized language that transcends particularity. Roland

Barthes claims that "popular proverbs forsee more than they assert, they remain the speech

of a humanity which is making itself, not one which is" (154). With this power to forecast

comes the resonance of poetry; when one predicts, one conjures up imagery, the building

blocks of imagined space. Prophesy, certainly, is an act of imagination. Proverbs are one

leap into metaphor, into the foretelling of a world still evolving.

In many ways, proverbs pose oppositions that are "not resolved" (Dundes 60). A

proverb points to a situation, identifies its complexity, but does not demand direct action.

Proverbs ruminate. They allow students to pass into larger, operative theaters, where the

puzzles of science, math, history, art, architecture and literature reside. What they store:

folk wisdom, one's identity with particular cultural heritages, aphoristic structures and

methods to apply them, all the while begging the contexts.

Walter Ong, linguist and cultural theorist, claims that proverbs are forms of "social

apprenticeship" in some cultures (9). They provide the impetus for storytelling, but they

also serve as mnemonic devices. Ong claims that "serious thought is intertwined with

memory systems," (34) and Havelock takes it one step further by claiming that "mnemonic

needs determine syntax" (87-96; 131-2; 294-6). To invert the equation here, students may

turn to formulas in order to memorize material, as well as to generate new meaning. Ong

believes "formulas help implement rhythmic discourse and also act as mnemonic aids in
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their own right..." (35). It is easier to remember lists, principles, and ideas when one has

structural frameworks, or warehouses, in which to put them. Even such a distillation can

create the impetus to move from entropy into a creative process. Proverbs, along with the

poetic tools they utilize, give one solution to exercising memory as a trolling net.

Alliteration, antithesis, assonance, epithets all serve as forms, inside or outside proverbs.

Such exterior patterns help internalize information and philosophy.

In the conceptual framework of Space, Structure, Storage curriculum that follows,

proverbs are generated not as morals, but as invented truths. They are practice hooks that

direct us into these cultural storehouses. "By citing a proverb...a speaker makes his hearer

aware of or convinces him of (his/her) common group membership or cultural heritage..."

(Lieber 146). By looking at proverbs from other cultures, one can learn more about his or

her own. They provide both access and identification, a means to explore the world.

Miraculously, it seems all cultures use some variation of proverbs, a wealth of information

stored in such humble huts. As segues, proverbs are passports.

A CURRICULAR MODEL

To connect these notions of space, structure and storage with proverbs as

generative frames, the following model places this process into a curriculum. Divided into

seven parts, each part is designed for one to two hours of meeting time. The whole

curriculum works as a mini-course or part of a larger high school or liberal arts course.

Like Donald Murray's paradigm of the writing process, this model attempts to both

instigate and organize chaos. Murray's diagram looks like this:
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The space, structure, storage curriculum, as a process, is a constructivist and dialogic

exploration. As "the writer welcomes unexpected relationships between pieces of

information never before heard in the writer's head," as Murray describes, she explores

material outside her own storage mechanisms (20). Unlike insular theories of the writing

process as a self-centered activity, this new model breaks outward, knocking out the side

wall in the "collecting" side of the equation.

Proverbs generate reactions, opinions and inferences about the outside world, about

material that is puzzling. This is where inquiry begins. Like the curricula of The Coalition

of Essential Schools, this curriculum is triggered by an essential question, a pivot from

which the class activities spin, throwing open the doors of students' warehouses. The

model is structured so that a variety of subject areas could plant themes.into this

"triggering town" (as poet Richard Hugo would call it). The over-arching theme of Space,

Storage and Structure could be replaced or re-modeled to suit the needs of the exploration.

In its structuring, this process of curriculum design emphasizes the necessity of a

thoughtful open process with enough framing to sustain inquiry, without stifling it. (This

design is, however, flexible and broad enough to house a range of inquiries.)

Since poems and stories are begun here, along with some rudimentary

memorization analysis, both oral and literate traditions are called upon. These methods are
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transportable across disciplines, focusing on the role of memory, or building knowledge

into oneself through the workings of image and abstractions. In many ways, no matter what

the course, one's work is always about Space, Structure and Storage.

The Coalition for Essential Schools and the work by Brooks and Brooks (The

Constructivist Teacher) greatly influenced this paradigm, centering on an essential

question. Since learning is a process of exploration rather than the load-and-fill strategies

of content-driven classrooms, the model should be considered as a circular one, one which

can be repeated many times through the course of a sustained dialogue, or extended so that

it rotates in a single sweep throughout a term long class. Ultimately, a scientist,

mathematician, historian, painter, dramatist, writer and critic should feel comfortable

operating in this "space." The structure is as flexible as it is fixed: a form- of impermanent

architecture.

THE ESSENTIAL QUESTION

The triggering subject in the following curriculum design is Architecture: some

elementary principles. In many ways, this essential question was inspired by The Art of

Memory in which Frances Yates connects memory, as a deeply human function, to

architecture: "Very singular is the art of this invisible art of memory. It reflects ancient

architecture but in an unclassical spirit, concentrating its choice on irregular places and

avoiding symmetrical orders. It is full of human imagery ofa very personal kind..." (16).

Using this focus, the exploration takes students (high school, undergraduate or adults) into

history, classical studies, drawing and design, and literature.
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THE MODEL:

A flat, two-dimensional model follows. It should be thought of as a rotating mobius

strip, constantly moving and twisting to make connections. In the first interaction, proverbs

are analyzed, supplemented with material which describes their structures and their

cultural universality. These discoveries are connectedto the essential question, the subject

matter at hand, to generate written material about specific observations and processes

inherent in the topic. From these applications of proverbs to discipline-specific material,

the class moves to creating stories and poems, while letting the proverbs and the new

material inspire them. These stories and poems are presented both in writing and orally.

Pedagogically, this exercise hopes to assist students in articulating their ideas without

paper, drawing on the skills of the storyteller, as well as to enhance their writing skills on

paper. "Body storage" becomes the assimilation of memory and living in the present, and

storage" of adhering images to paper, and not allowing them to draw on animated

assistance from their creators. This distinction should open windows to learning, to meta-

reflections upon each students strategies for assimilating material. At this point in the

creative process, students can accommodate revision of the initial stories and poems with

new discoveries of the initial material. Refining the essential question becomes the

penultimate activity, one which plays to the specific needs of each student's search for

themes and pivots in the subject. At the end, the group reviews the role of the proverbs in

the learning experience. This juncture provides the opportunity for the research to spin

back to its origins, and allow more response
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Following the model is the meeting-by-meeting breakdown of the curriculum.



ESSENTIAL QUESTION

STORIES, POEMS/
PAPER
STORAGE

BODY
STORAGE

DISCUSSION
OF
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REVISION OF
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REFINE

ESSENTIAL

QUESTION

ROLE OF PROVERBS

CREATE
CONNECTIVE

WEB S
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PART 1:

Activity and Location: Discussion in the classroom.

Materials: slide projector, slides and reading material.

1. Look at James Tate's poem "No Spitting Up." (Appendix A.)
Discuss first line as a generative frame.

2.What is a proverb? Make lists of ones we know. Review cultural ones.
How are proverbs a means of storage? (Appendix A.)
What models do they follow?

3. Using these, we make our own proverbs in response to three slides which represent
different genres, eras. (For example: pre- Gothic cathedral, 19th century theater, Le
Corbusier house.) (Appendix B.)

4. Discuss four principles any architect has to consider:
Use, functionality, aesthetics and content.
Apply these to the proverbs and to what they reveal about the buildings.

Assignnzent .fi)r Part 2: Read "Some Uses of Proverbs" by Frank J. D'Angelo, Proverb
list from other cultures and Chapter One of Experiencing Architecture., (Appendix C.)

Analysis:

The goal of this day's work is to recognize and analyze what a proverb is, collect

some we know, and apply them as generative frames: recording opinions, intuitions and

impressions of three styles of buildings. Tate's poem (a prose poem, really) uses a

proverb frame to create a new, comic wisdom in his poem "No Spitting Up." The poem

fills space with its stocky, sturdy structure. It resembles an elevator, lifting us from the

frame, into a new and complex world. This exercise draws upon what we have stored in

our bodies (proverbs along with untethered ideas), and asks the class to revise and utilize
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these things from our memories to discover new concepts about architecture. Essentially,

the exercise uses intuitive ideas to generate discussion and inquiry into architecture.

PART 2:

Activity and Location: Travel to site of empty lot, space where a.building once stood. (If
a site visit is not possible, photographs of a lot with surrounding environs will do.)

Materials: tape recorders, journals, pens.

I. In groups of three, make up three proverbs about the space, and three about the
building that you would build there.

Use D'Angelo's categories.
Keep in mind the architectural and proverbial principles you learned about in your
reading.

2. Each person must write down the six proverbs and the corresponding categories to
which they apply.

2. Then, in these same groups of three, take turns tape recordingyour impressions as you
walk the perimeter of the site.

Approximate measurements using stride's.
Look at the context of the site. What is around it? What would be useful here?
What might an imaginary building be like, taking into account, use, functionality,
aesthetics and content? Who would use the building?
Start to make an oral story, or tale about the scene and building. This may be inspired
by the proverb. Use your tape recorder to take notes and your journals to draw
impressions, ideas you can't hold on tape.

Assignment for Part 3: Write your own version of the story you began together. Include
at least one of your proverbs and several of the impressions of the space you explored.

Analysis:

By taking this journey out of the classroom, students are literally moving through

space. Then, they arrive at a building that isn't. Using the "nothing that is not there," they

create impressions of the space, as an architect would, constructing the beginnings of a
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hypothetiCal building by relying on proverb, making the "nothing that is." The groups

will generate more ideas by working together, and by recording their impressions, as an

oral historian would, on tape. They are learning to collect material. The reading, on

architecture and proverbs, enhances the students' abilities to generate ideas and to locate

ready frameworks for them.

PART 3:

Activity and Location: Discussion in the classroom; large and small groups working
together.

Materials: tape recorders with previous day's tapes.

1. Read Frances Yates selection together. (Appendix D.)
Discuss the concept of buildings as storage facilities for memory.
Use specific buildings from the stories as examples.

2. In the same groups of three, listen to tapes, taking notes.
What did you learn about space and context?

3. Share your stories, noting similarities. In your journal, make a list of these similarities.
Do you have similar characters or situations?
What are the characteristics of the building?
What does the story remind you of?

4. Plant memory loci within your fictional building.

Assignment for Part 4: Revise your story to be delivered orally. Use memory loci in your
building. Be prepared to tell the story in class. It must be at least three minutes long.
Read "Demolition" by Mark Doty. (Appendix E.)

Analysis:

When the students handed in their tapes at the previous meeting, they surrendered

a form of stored memory. To create the stories, they rely on original proverbs and
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whatever they could recall at the site, filling the rest in with imaginative inventions. They

literally walked around the space and imagined a building there. According to Frances

Yates, the ancient system of memory outlined in the Ad Herennium is "the main source,

and indeed the only complete source for the classical art of memory both in the Greek

and Latin world" (6). Written in approximately 82 B.C., hundreds ofyears before the

invention of moveable type, this system demanded that the student of mnemonics

imagine a building. This building, furnished with imagined details, becomes the

container for the speech, story or list that the imaginer needs to recall later. By placing

cues from the target discourse on to loci within the structure, the memorizer tours the

building. When the information needs to be called forth in the future, she returns to the

loci where the earlier ideas were planted. By "walking" through the building again, the

original material is recalled. This is a useful connection to the physical act the students

performed during the last meeting when they walked around the fictional building.

The discussion can, and should, sprawl into regions of memorization and physical

space, and how we structure internal space. Some worthwhile questions: Did the space

give cues to your imagined building? How will you remember them?

In the second part of the meeting, students listen to their tapes and create new

versions of their stories (revision), from the ones they've written. Together, they work to

plant memory devices into their stories so that they can be re-told orally.

PART 4:

Location and Activity: Discussion in the classroom. The room should be set up like a
theater in the round.
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I. Performance of oral tales.
Watch body language, and try to feel the structure of each story.

2. Discuss what the stories have in common in terms of imagery.
Make some assumptions about what the stories and proverbs tell you about the space,
structure and storage of the hypothetical building and empty lot.

3. Write these impressions down.

Assignment far Part 5: Draw the building which you would put in the empty lot. You
may include floor plans, sketches of different angles, but emphasize the shape of the
building. This might be done on the computer, especially with a program like VISIO.
Read 3/14, 3/15, 3/16 in Architecture is Elementary. (Appendix E.)

Analysis:

The oral presentation of stories reveal strategies of memorization, along with the

difficulties and successful techniques of sustaining a story in front of a group. The

underlying grammar of the imagery, as Bettelheim claims, will reveal a lot about the

speaker and/or narrator of the story. Students should be prepared to watch the stories,

noting points where the delivery especially imitates content. These stories offer devices

to assist body storage, and inspire an ongoing exploration of architecture. Because

students are keeping records of elements of space, structure and storage, the tools for

learning a range of information and ideas, and reformulating them, become more

developed. "Demolition", the poem by Mark Doty, describes the demise of a building. It

creates a structure that details the vulnerability of another structure, an idea that grows

more useful over the next meetings.. Since poetic devices are also strategies for housing

memory, the students may be inclined to draw upon these as they construct their own

images and plant them in the stories.
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PART 5:

Location and activity: Discussion in the classroom, individual and small groups.

1. Tour the room, and look at the drawings.
Compare buildings.

2. Look at the proverb structures proposed in the handout. Which one would you apply to
your building? Why?

2. Create new proverbs which apply to your building.

3. Write journal responses.
How does your building structure space?
How is it a reservoir for storage?

4. Draw memory loci into your building. Make a key.

Assignment: Write a poem in the shape of your building. Use your proverbs to help you.
Read Chapter 2 in Experiencing Architecture and selections from Housekeeping.

(Appendix F.)

Analysis:

Paper storage can include visual representations outside of language. In the

assignment, students generate drawings of a building to fit in the space they visited. The

goal here is to imagine visual space, and to apply some basic architectural principles to

their designs. In class, they turnonce againto proverbs: first, by choosing some

structures from D'Angelo's categories, and second, by creating new proverbs in those

frameworks. Abstract reasoning is escalated here: choosing the proverb framework is

inspired by the building itself. Two structures, two storage facilities, overlap in the mind.

The class returns to storage, placing memory loci in their buildings and writing journal
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reflections on these. This day's work makes storage both literal and abstract, bridging

what Yates calls the abstraction and the image, with memory.

PART 6:

Activity and Location: Discussion in the classroom, individual writing activities.

1. Share the poems and discuss what issues the poems raise.

2. Make a compare/contrast list about your building and your poem.
Use this list to instigate generalizations about how buildings and poems are alike.

2. Use the poem to inspire a short essay about architecture.
Imagine what is outside the borders of the poem.
What does your poem store?

Assignment: Journal entry reflecting upon how you have structured space, and stored
your responses over the last meetings. Write at least three assumptions: one about
memory, one about architecture and one about literature, each on a separate sheet of
paper. (Be very specific. Cite an example on each sheet, to support your assumption.)
Write at least three memorable quotes from your reading, each on a separate sheet of
paper.

Analysis:

Suzanne Langer, philosopher of aesthetics, says that a poem, as a "composed

apparition has as definite a structure as a musical composition, a piece of sculpture, an

architectural work or a painting" (Problems 148). Students here are embarking on artlike

research that immerses them in a creative process. In this way, the results differ from

research papers. The poem "is not," Langer goes on to say, "a report or a comment but a

constructed form... in the same way that a work of plastic art is an expressive formby

virtue of the tensions and resolutions, balances and asymmetries among its own elements,
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which beget the illusions of organic nature that artists call 'living form' (148-9). The

poem is, in other words, an object. The point of this day's work is to treat the poem as an

object that can inspire a more discursive dialogue.

PART 7:

Location and Activity: Interactive group work and large group discussion.

Materials.: tape and multi-colored yarn.

1. Assemble the observations. Read them aloud.

2. With tape, the students should affix each assumption and quote to separate physical
loci within the room.

3. Divide the students into teams, each designated by a particular color of a ball of yarn.
The teams represent: 1) Buildings 2) Memory and 3) Literature

4. The students, in teams, circulate through the room. The goal is to make connections
between the quotes and assumptions that have been taped throughout the room. Using the
string, they connect the physical quotes and/or assumptions, two at a time. For each
connection, they must write an intellectual connection between the two loci, and hang it
from the string connecting the points.

5. After a set period of time, when the students are sufficiently tangled in the web of
yarn, they should stop. The teacher will point out the. connections, and then the students
will read the connections and vote on each one's legitimacy as an intellectually sturdy
idea.

6. At the end of the meeting, students choose connections to take home, and paste in their
commonplace books, to inspire papers beyond the realm of this particular curriculum.

Last Assignment:. Reflect upon oral vs. paper storage of ideas. Which is useful to which
situations? Present, orally, your ideas from the past six days of study. Make lists of what
you want to know more about, in architecture, urban planning, the development of
memory and in stories and poems.
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Analysis:

This exercise seems complicated, but it is actually just a physical rendering of

what students already do when they write. By making connections, writing them down,

and following them in the topography of a classroom, they are constructing a physical

architecture, a web that might represent history, thinking, or structures for storage. This

culminates the ideas generated over the last six_ meetings, and inspires more specific

explorations in architecture, literature and classics.

ASSESSMENT:

Assessment tools for the curriculum are based on two principles:

Transportability:
1. Can the model be used for inquiries in a variety of disciplines?
2. Does the exploration contribute to addressing meaningfully the essential question?

Connections:
1. Are the methods clear and understandable?
2. Does the reading promote a connection between abstraction and image, between
interior and exterior forms of learning?
3. Does the conceptual framework of space, structure and storage hold up through the
activities of the curriculum?

To assess the work of individual students, the following criteria might be considered.*

Each student should:

1) record material in a commonplace book or journal
Assessed on:
--depth of inquiry, including range of resources
--risk-taking
- -accuracy and thoroughness of records
- -mapping the sources of intuitive decisions

2) ask questions that promote searching

This model is based on work with Klingenstein Fellows Bill McGuire and Eric Temple.
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Assessed on:
--asking questions of other groups
--asking contextual questions
--asking questions that promote further inquiry
--asking questions that reflect upon data of one's work and work of others

3) use reflective analogies to draw relevance
Assessed through log book, nightly assignments and group discussions

4) give attention to research detail
Assessed through log book, nightly assignments and group discussions

5) contribute to general research
Assessed through group work, drafts and final versions of written
materials
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THE GLASS PASSAGE

1. The Anteroom

These words are glass
spun airless from sand
like an utterance, half tongued,
caught behind our eyes, the gaze
into spaces dissolving
a place locked by omission;
materials, here, turn over
of glass partly transparent
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In Nature's shifting glimmer-glass
Stars are nets, we their haul,
Gods are shadows on a wall.

Velimir Khlebnikov

glass unglued a language
sanded into fire, melting

tongues leave speech
gazing back through simulacra

solving the way, the passage:
mission in frames where

lovers in the mind, shards
apparent, still. There is a wall.

Hang your coats. We'll begin here.

72



2. The Corridor

Think of steps, traveling
your boots slapping marble

The room, here, folded in
our choices narrow.

Lonely as you are
through hallways. Arches

Neither wall can mirror
behind us, in the anteroom.

coats snapped to racks,
begins like a museum.

Take only what you
Let the words pull tight,

stilled mid-glance, for
Symmetry is a conceit.
delay, retreat. Let's say
stark continuum, alum

Pull the pavement overhead.
the plumbing of our streets.

underneath, never to cross
beg for segue. The way

where millennia adjacent
This bridge, all glass

Landed now, the route
tour at twenty centuries'

from hell to heaven
A gaze, alas, will keep

dear Charon's wake.

neither up, nor down,
perhaps, or wood.
like speech collapsing
You must squeeze through.
you hurry, as most do
wantyou to float.
the other, as it did
Your belongings shuffled
hats tucked, the place

No wallets here.
might need graveside.
slipping you into a gaze
focus saves nothing.
Look closely and it will
this corridor is time's
the language most adored.
Tinker with the underbelly,
Most of those who pass
centuries, hugging the last,
through sets the straddle
are pulled wider apart.
some leadlifts and sinks.
charts a glass-wrapped
end. Follow the maze
overlapped in purgatorio.
the thing aligned, across
Do not look back.
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3. The Palace
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Within the harmonium
time sends to us,
sealing our centuries,

glass slides the material
ahead; in panes-- glorious
engineering frames.

From the crystal palace,
we learned to build,
to layer, to tear away:

modules. No greenhouse
could imitate plants
like this one: huge poppies

spinning through transepts,
the apple's core, unblighted
in the bracing links, a leaf

spread across the roof,
view through a forest's
slivers. Passage as palace

or warehouse, conceits
the architect could not
imagine, her prisms

overturned. Luster transforms
repeating frames to
ornament, panels replicated

for acres. And the artifacts
collected there' Looms spun
mid-weave, the fabric's hands

spill beneath the glass; baskets,
nets, frames, artless machines
held under glass. Such wares

doomed to excess: the palace
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dissolves into vision.
From outside, it melts to air,
nothing solid. Something

buzzed under the roof,
like a fly under a donut dome,
in this hothouse. At first,

it was psychological,
a monumental opening,
interior without boundaries.

The palace burns, glass
restored to fire. Ruskin's words
caught flame, dissembled

the greenhouse frame.
As warehouse, cathedral
or station, the palace could never

sustain a railway's steam,
or live up to its relics.
By now, the glass turns maze.

What we long for:
a veil to reveal
and disguise our gaze.
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4. The Arcade

Could such a thing be so garish?
A dirty sky's our light into pass-

motes to iron strands, all rust
and soot. Boots smudge the routes,

Greenish in their sludge, lamps
long dimmed, bulbs, filaments

steps, aloof, pulled through the market.
In the tangle of fauna, shadow--

our tensions. In the jamb, sight
folds slim, veiling the clock mid-

a crystal edge where light splinters,
bounces into gaze. Wait! These shops

display their wares, propped
behind the glass. The dress-

with buttons looped through
while the cobbler's trophies--

Pressure sealed, the items cannot
reach behind the wall. Corridors

glass seal a verdict. Draperies mock
the gaze, trimming the view back to

light into glare, and shears our watching,
these commodities, ossified, lost
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ages of history and novelty.
Baroque leftovers pull

from shop to hall-- each way dead
ends into glass and doorways.

tinged, find nostalgia for the gaz.
Such lighting slows our march,

the door peels ajar. Above rails
of balconies and gates, iron-wrought

chime, the hem of a cloak.
A decanter standswe catch the prism,

are closed. The arcade, now seals
its relics. Shopkeepers, long dead,

maker's dummies, press the panes,
in gingham, fur collars, and shoes

soles half sewn-- tip to the window,
dragging some bootless world aloft.

lean from the center, spokes aligned
from the walkways' hub. Views through

ourselves. There! A chance
to razor-cut the city, turn lamp-
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Muse, so subterranean, so filled
by an aquarium, you turn

a thermometer-- mercury
sliding down our aisle. Then:

feet-clamped upon the street.

a century ago, frozen in glass
like the baker's cake, unretrieved.

the city into steam, hothouse
filter of our woes. The ceiling's

it opens.at the mercurial pitch,
leaving us, hot and shivering,
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5. The Fissure

From the arcade's narrow gape, the street.
Leaps of faith tumble us skyward, Grates
wispy beneath. Through the passage,
leaking, we travel up. No architecture
only sleep. In dream or aeroplane, we
a cloud-bound route. Our city illuminates
spines, double-baCked, connected
all light and glass. Downwind, land
spins us into vision. The roofs are
soot-grout fills the rims. Lids within
stacks its margins: roadways widening
around and over, like water guided
Darkness softens our air. Up here,
and land, the heart lilts, caught
Glass holds us, fixed in our little
through space. Then, the pavement
pulled to us by gaze. The passage
air. Buoyed by illusion, a glass
the passage adheres to all rooftop,
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steam,
a city's bubble

protects us,
alight into

the waterways
in strings: bridges

scape tilts,
pavement-tarred;

lids, the city
in rings, wrapped

through its banks.
leaning to stars

in the heavens.
ship, porthole-clips

lifts from earth,
narrowsthen, open

chain linked by fissure,
all sky.
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6. The skyscraper

Both illusion:
language can
wrap a bulb,
but never
save a filament
from wind.
Shielding
the bulb,
a glass tube
may leave
us speechless
in the end.
What is on_ e
to do, but
merge the two?
Up-ended,
our passage
in crystal,
aligns our
moves
from centre
to transept.
The gaze:
a reflective net.
Should it
float, and spin us
overhead,
what will become
of our earthbound
lives, the hells
we build
in spheres?
They'll cut
corners..
Take the elevator
to a divided
view.
In the pause
from palace to
office,
blueprints
are outlined
upon the glass:
our skin.
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7. The Glass House
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Antidote to corridors dark and thunder-struck,
the houses of our childhoods come back to us.
No dwelling survived without the relic: window
glass long-dimnied from use. Our memories
merge into clear, glass frames: pure nostalgia.

Once I lived in a windowless room.
How I envied the walls! The voices I could hear
just beyond the plaster, never appeared.
But the wall faced me, and tucked into corners.
I caught my hush and pressed myself upon the plane.

Later, the room slid wide. (I moved.)
So swept and modern, and the view!
I was lonely without my walls. But looking out:
glass cleared a passage. It opened the sky into
our alley, into my room. I couldn't see it then.

People who live in glass houses
should watch their words.
Children grow transparent
with the outside looking in.
Here, a child utters glass.

She speaks and shards fall from her teeth.
What will be her fate? Or the glass
when it looks transparent but is not- -
just a pile at her feet?
Some words are cinderblock,

think of that. When the child sees
a mirror, she can't speak.
The glass, uncracked, glances
back. And though it bifurcates her view,
the child can see through and know

that glass has made her into two.
Shards, fates, the glass accumulates.
It looks transparent but is not
like words one cannot.look through.
Glass can warp a glance,
distort the face: language too.

To live in glass is to hold a watch.
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8. From form to material

TIME
glass: passage:
transparent connection
fluid hinge
view enclosure
material structure

FORM

veil way through
skin chute
enclosure liberation
voyeurism surveillance

MATERIAL
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9. Paradiso

"\-kov.

.xt N$ to sMasV
t.NOT,s
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In paradiSe,
we"`- t-rash

to make mote space.
We've shatteted

our past, and crave shards.

Our streets roll with gravel, all glass.

Ornaments hide our defects; gaze is a net.
The passages slides away, as words
spin tainted by their lodgings, lifting the poem,
hermetic, from the frame.

Buildings in the mind, warehouses for our past,
ask what memories adhere to glass?
Fingerprints, once ephemeral,
stay forever in the pane.

Marks of the hand obscure our view
such veils transform a wall to skin and husk.
Reach toward light, and find
your wrist dipped in water.

Paradiso: To become the wrinkle, the
fold through time and warp,
where gods are pinned upon the walls,
kept from us by glass. Leave traces:

the knob within the hand, the seat within the chair.
When glass cracks, the snowfall rests:
When glass shatters, the vision grows.
Our passage ends. Ahead of us:

The years to cross in splinters.
How unexpected is heaven's novelty?
Is a word a mirror, or the mirror a wadeless sea
where words must drown?

Dostoyevskv Notes from the Underground
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COMMENTARY ON THE GLASS PASSAGE

Of all architectural materials, glass has the most in common with words. Both language

and glass, as materials, can be sturdy as well as fragile. Glass makes walls; words hold up

governments. They are vulnerable too: paper is flimsy and windows can be broken with

errant baseballs. Glass and language carry deceptions as well; they seem transparent, but can

store strange innuendoes and refractions. We see ourselves in words and in the looking glass,

but we cannot completely trust either vision. In contemporary literature, as in architecture,

the reader is implicated in the structure, in materiality. Like glass, words can gesture to the

viewer, refracting back some distortion of herself. Both words and glass allow the audience

to read the material and to be read by it. In the poem, I wanted to play with some of these

revelations and deceptions, and use both material and form to illuminate them.

In the past, glass has been subservient to form. Panes filled in the walls of Paxton's

Crystal Palace; they lined the roof of arcades in the last century. Recently the attention has

turned to the materiality of glass. In literature too, the language poets and self-reflexive

narrators have isolated words as a medium. I wanted to imitate that shift in the poem. It, too,

travels from the highly structured to a dissolution, or shattering, of the form.

In "The Anteroom," a lobby space is created, a place to "hang your coats." The piece is

actually one stanza split down the middle to create an opening. The endwords on one side are

repeated (sometimes in different variations) in the first words on the other side of the line.
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Imitating the reflectivity of glass, the "walls" meet as if a transparent sheet were inserted.

The two sides reflect each other, yet their sameness is a foreground for different

backgrounds, much in the way that one wall can separate two rooms.

The wrangle here was to create a stanza that could be read across, and as two separate

stanzas, reading down. I had to balance them, rhythmically and visually. In many ways, the

left side of the poem, read on its own, creates the passage as an issue of empty space, "a

place locked by omission." The right side claims that the passage, much like an echo

chamber, is a place seeking an original, "gazing backward through simulacra/solving the

way...". As a whole, I hope that the stanza represents the dichotomy of the passage as a place

constructed out of a need to speak or build, to fill a space that has been empty, and the need

to sort through the repetitive-"shards" that claim no original.

"The Corridor" removes the reflecting wall, and inserts glass as pure transparency. It

.demands to be read across the gap. As a mimetic device, I want this form to parallel the

constrained feeling of going into a confined space. I don't want the reader to be able to turn

back, or make choices with the form. The symmetry should be confining, the caesura

relieving. Here too, rhythm was important for balance and to thrust one forward. The

adjacent rhymes and nearby slant rhymes further narrow the aisle through which the tourist

of the passage ventures.

By adhering to tercets, "The Palace" relies on modularity. It is "Passage as palace/ or

warehouse." The orderly display holds some unusual artifacts, and the comparisons to the
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Crystal Palace are rampant. Like the palace, this .section of the poem stores countless

artifacts, and in many waves, it, like the palace, dissolves under the pressure of viewing so

much. There are some heavy, chiming rhymes in here too; 'they semi-mock the repetitive

obsession that Paxton had in his relentless design.

Things turn more subtle in section Four. To capture the arcade, I wrestled with the notion

of "dead ends", the little shops that provided no other outlet for the browser. One had to turn

back around and head down the main corridor to "razor-slice the city." The couplets provide

a thinner frame than those we've seen, a narrow cut that tempts us with choices (the shops)

but ultimately dump us "feet-clamped upon the street." In this arcade, the shops are closed,

and the view is of relics "stapled to the glass." Hopefully, the form is a clear membrane for

vision, like one offered in a museum.

To move into the twentieth century, and to confront the glass chain correspondence, the

influences of Dadaism, futurism and a host of other influences, I chose "The Fissure" as a

form. This splinter, or crack, dislocates the clear, mdmbraned symmetry of the earlier

sections. The "centre does not hold." Vision is starting to become fractured; in the lust

for the modern, architects are frustrated by outdated forms. As with much of the writing

in the poem, Khlebnikov influences this quite a bit. He ached for new forms, and he

aspired to architecture, fissures and all. Khlebnikov was also obsessed with aerial views;

I took him up on the challenge by using the fissure as a skyward leak, pushing us above

the city, taking the passage to the heavens.
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"The skyscraper" is an obvious mimesis of a real building, and from here, the poem

heads into realms more abstract. "The Glass House" tries to dodge mimesis with fable and

memory. Just as the glass house itself pulls apart notions of materiality with a simplicity in

form, the poem takes on blocky stanzas that reflect corners and odd adjacencies. The leaps

are fanciful, twisting proverbs and devices of apostrophe and magic realism. In the middle of

the poem, a shift occurs from the attention upon the speaker, our tour guide (the watcher) to

a strange scene within a glass house (the watched). Anything, after all, can happen in a glass

house, and someone outside it, like a reader, might get to see it.

In the penultimate section, I'm playing with some language poetry and some symbolic

demarcations. By isolating words and aligning them, both in groups and individually, as

polar opposites, I intend the reader to focus on the words as materials. The poem is literally

shifting "from form to material." At the top, "Time" hosts the gaze as a larger abstraction in

which form shifts to tactile material. This is like a game; one has to stare at it like a puzzle,

and it shifts the vision of the viewer in the way that many contemporary buildings, like those

at the Light Construction show, shift one's vision.

Finally, a risk with form: I've created "Paradiso", after the Danteum. Here, one has to

shatter the glass wall that separates us from heaven. Instead of Terragni's version of

futurism, I've substituted in postmodernism. The first stanza of the poem disassembles itself,

collecting in shards. It is both disintegrating and assembling a new form, one not so unlike

postmodern buildings. This is my version of "Playtime", where the poem, as a building, is
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both identifiable and strange. As viewers, there are always choices to be made, places hinted

to but not visited, an idea carried off quite beautifully by Jacques Tati in his film.

As a whole, the passage weaves specificity and abstraction. It is a tour of an imagined

space that is palpable and illusive, much like language and glass, or in Dante's case, much

like heaven, hell and limbo. The poem is a tour and an immersion within the materiality of

such abstract places.
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No Spitting Up

"People in glass elevators shouldn't carry snow. shovels,"
I said to Sheila, because we were in one with a lads' who was.
I faced the closed doors, rejected the view of the city
without the slightest curiosity, because I already knew.
What if this woman with the shovel suddenly went crazy_ ,
started flapping her wings like a chicken, like a fiend?
I wonder what Sheila is thinking just now, I wonder if she
has her eve on the snow shovel, how it can't rest
in this glass elevator, how it is dancing inside of itself
and making me dance. No one's paving the least attention
to the tension between me and that shovel, that shovel
and that window, that window and me.

4s
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Examples of Proverbs:

African:

Amharic:
Sore eyes are seen but a sore head is hidden.
Truth and the morning become light with time.

Bantu:
Debts make slaves.
Water never loses its way.

Ewe:
When the stomach sleeps, the man sleeps.
In crooked wood, one recognizes the artist.

Ganda:
Eat and put back.
The man of two homes dies of hunger.

Hausa:
Wealth is the cure for punishment.
Even when the king dances, the poor man says "good".

Chinese:
Almonds come to those who have no teeth.
Adversity is sometimes the rain of spring.
Be inwardly clever but outwardly clownish.
When the wagon of fortune goes well, spite and envy hang on to the wheels.

Japanese:
One good word can warm three winter months.
Even the fool has his art.
Thankless labor gains fatigue.
To be loved is to be hindered.

Korean:
Good critic-- bad worker.
Those who swallow their food whole--choke.
A man who stands behind a wall sees nothing else.
A poor horse always has a thick tail.

Mexican:
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A jealous lover makes an indifferent husband.
The liar tumbles much sooner than the lame man.
Each one scratches himself with his own nails.

Jamaican:
Believe half what you see-- nothing what you hear.
When belly full, jaw must stop.
Crack bell never mend.
Buy beef, you buy bone; buy land you buy rock stone.
When cow-tail cut off, God Almighty brush flies.
Clothes cover character.

Nicaraguan:
Have patience, fleas, the night is long.

Yiddish:
Little children, small pleasures; big children; great troubles.
He who likes taking doesn't like giving.
Revenge is half consolation.
Too much humility is half pride.
When you go to your neighbor's, you find our what is happening in your house.
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LE CORI3USIER, 1921. A " CITROHAN " HOUSE

Framework of concrete, girders made on the site and raised by a hand-winch.
Hollow wails of it" concrete and expanded metal with a 7Y' cavity ; all floor
slabs on the same unit of measurement ; the factory- window frames, with
adaptable ventilating, on the same unit. The arrangements in conformity
with the running of a household ; abundant lighting, all hygienic needs met and
servants yell cared for.

241

"Write without adjectives, build with smooth walls."
"The modern building is a building without adjectives."

--Massimo Bontempelli, 1920's



182 B. MARCUS PRITECA

3. Coliseum Theater, Seattle, 1914-16 (altered), B. Marcus Priteca. This perspective drawing of the
exterior illustrates Priteca's talents as a delineator. The original entrance canopy was later replaced.
The building no longer functions as a theater, but is instead occupied by retail uses. (Richard F.
McCann Collection.)

Vancouver, British Columbia (1916-17; de-
stroyed), with its French Renaissance ele-
ments and its seating capacity of 1,800, was
considered at the time to be the most richly
embellished and efficient theater of the
Pantages chain. Priteca also designed
Seattle's brick and terra-cotta Orpheum
Theater (1926-27; destroyed); and in asso-
ciation with Frederick J. Peters and the Chi-
cago firm of Rapp & Rapp he designed the
Seattle (Paramount) Theater apartment and
commercial building (1927-28), for busi-
nessman L. N. Rosenbaum. The Tacoma
Pantages Theater (ca. 1916-18; altered) is
the earliest extant example of the collabora-
tion between the vaudeville entrepreneur
and Priteca.

Priteca's Hollywood Pantages Theater
(1929-30), sited in Hollywood, California,
represented a radical departure from his fa-
vored classical expression; it is a masterpiece
of Arst Deco design. He viewed his workon
this theater as a quest for a design which
would "best exemplify America of the mo-
ment. Effort centered upon motifs that were
modernnever futuristic, yet based on
time-tested classiccism 'sic' of enduring
good taste and beauty." Priteca hoped the
theater would be a synthesis of comfort,
pleasure, and beauty. The Hollywood
Pantages, built at the apogee of Priteca's ca-
reer, was the last movie palace to open in
Hollywood. It stands as a memorial to the
Pantages era and, in the opinion of Richard

100
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Some 'Uses of .Proverbs

FRANK J. D'ANGELO

A FEW YEARS ACO, I was watching the
TV news show with the magazine for-
mat, 60 Minutes. One particular seg-
ment dealt with-the busing controversy
in Boston. Black school-children from
Roxbury were being bussed into the
schools of South Boston, and the resi-
dents were up in anus. As I watched,
one vehement Irishman being inter-
viewed by CBS was exclaiming: "Blacks
have access to everything we have
pools, public facilities, and places of en-
tertainment. What more do they want?
Now they want our neighborhood
schoolsl \Vhy don't they develop and
take pride in their own schools and
'neighborhoods? It seems that the ethnic
.group that makes the most noise gets
the most attention from the Federal
Government. The wheel that squeaks
the loudest gets the most grease."

This incident impressed upon me the
idea that proverbs are not just outworn
sentiments from an earlier age, but that
they are still being used lwpeo_ple
every day to win arguments. Ilecause
proverbs are so familiar, tnev often win
imcritical acceptance from the audi-
ence, and I am certain that many
viewers of the TV program were duly
impressed with the Irishman's argu-
ment.

DEFINITION OF PROVERBS
Proverbs are short, concise savings in

common use which express some ob-
vious and familiar truth or experience
in striking form. The word proverb
comes from the Latin word proverbiunz,
a combination of the prefix pro meaning
"forth," and the root verbum, which

3EST COPY AVAILABLE

means "word." Thus the literal meaning
of the word proverb is "a set of words
put forth." Some synonyms often used
for the word proverb are saying, sen-
tentia, maxim, aphorism, adage, motto,
and epigram. The word saying is the
most general term of all. It refers to any
wise or truthful saying that is repeated
often. Sententiae are almost indistin-
guishable from proverbs, but a sen-
tentia, instead of coming from the com-
mon man, has its origin in learned men.
Alexander Pope's "A little learning is a
dangerous thing" is a typical example.
A maxim is a saying, derived from prac-
tical experience, that serves as a rule
of conduct. Thus the expression, "Judge
not, that you be not judged," is a suc-
cinct statement of a fundamental prin-
ciple or rule. Like the maxim, the
aphorism is a general truth or principle,
but one that is not intended as a guide-
line for bcl ?avior. A good example of an
aphorism is the expression, "He that
cannot conceal his wisdom is a fool."
An adage is a popular saying that has
become acceptable as a truth through
long use. The oft-quoted adage, "When
the cat's away, the mice will play," ex-
emplifies this popular saying. A motto
is a terse saying that is used as a guid-
ing principle or idea by a particular
group of people. The motto, "In God we
trust," which is found on U.S. coins, is
used in just this way. An epigram is a
concise and witty statement, often
cleverly phrased, that is paradoxical or
satirical. A good example would be the
expression, "The only way to get rid of
a temptation is to yield to it." It should
be remembered that these distinctions
cannot be maintained consistently, be-
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 d
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 m
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re
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 c
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 f
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 m
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 f
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 b
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 p
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 b
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 c
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, b
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 d
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 b
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 r
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 p
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ra
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 c
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 p
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 c
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 b
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' f
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 f
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 m
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 c
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 d
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 d
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t b
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 b
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 k
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 p
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er

e.
 N

o 
m

at
te

r 
ho

w
 b
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 b
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 b
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 c
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 b
e 

of
no

 a
va

ilw
ith

-
ou

t l
if

e 
it 

be
co

m
es

 a
 m

on
st

ro
si

ty
. I

t w
ill

 b
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 d
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 o
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t f
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 c
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 p
ro

du
ce

d 
by

 th
e 

ar
tis

t h
im

se
lf

as
, f

or
 in

st
an

ce
, p

ai
nt

in
gs

 a
re

.
A

 p
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 d
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 d
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w
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 c
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 p
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 b
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 p
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 m
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 o
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, l
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 c
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 b
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m
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 c
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an

ce
st

ry
 a

nd
 w

as
 p

er
m

itt
ed

 to
 li

ve
on

 in
 E

ng
lis

h 
gu

is
e 

be
ca

us
e 

it 
su

its
 th

e 
po

tte
r's

 c
ra

ft
 s

o 
w

el
l.

Y
ou

 f
ee

l t
ha

t y
ou

 c
an

 a
ct

ua
lly

 s
ee

 h
ow

 it
 w

as
 d

ra
w

n 
up

 o
n 

th
e

po
tte

r's
 w

he
el

, h
ow

 th
e 

so
ft

 c
la

y 
hu

m
bl

y 
su

bm
itt

ed
 to

 th
e 

ha
nd

s
of

 th
e 

po
tte

r,
 s

uf
fe

ri
ng

 it
se

lf
 to

 b
e 

pr
es

se
d 

in
 b

el
ow

 s
o 

th
at

 it
co

ul
d 

sw
el

l o
ut

 a
bo

ve
. T

he
 h

an
dl

e 
is

 n
ot

 c
as

t i
n 

a 
m

ou
ld

, a
s 

on
m

os
t c

up
s 

to
da

y,
 b

ut
 f

or
m

ed
 w

ith
 th

e 
fi

ng
er

s.
 T

o 
av

oi
d 

ri
m

s,
 th

e
pl

as
tic

 c
la

y 
is

 s
qu

ee
ze

d 
ou

t l
ik

e 
to

ot
hp

as
te

 f
ro

m
 a

 tu
be

, s
ha

pe
d

ov
er

 th
e 

po
tte

r's
 f

in
ge

rs
 a

nd
 th

en
 f

ix
ed

 to
 th

e 
cu

p 
in

 a
 s

le
nd

er
cu

rv
e 

w
hi

ch
 is

 p
le

as
an

t t
o 

gr
as

p.
 A

 m
an

 a
t t

he
 W

ed
gw

oo
d 

w
or

ks
,

w
ho

 s
at

 m
ak

in
g 

th
es

e 
ha

nd
le

s,
 s

ai
d 

to
 m

e 
th

at
 it

 w
as

 lo
ve

ly
 w

or
k

an
d 

th
at

 h
e 

en
jo

ye
d 

cu
rv

in
g 

th
e 

ha
nd

le
 in

 to
w

ar
ds

 th
e 

pe
ar

-
sh

ap
ed

 c
up

. H
e 

kn
ew

 n
o 

w
or

ds
 f

or
 m

or
e 

co
m

pl
ic

at
ed

 s
en

sa
tio

ns
;

ot
he

rw
is

e 
he

 m
ig

ht
 h

av
e 

sa
id

 th
at

 h
e 

lik
ed

 th
e 

rh
yt

hm
 in

 c
up

 a
nd

ha
nd

le
. B

ut
 th

ou
gh

 h
e 

co
ul

d 
no

t e
xp

re
ss

 th
is

, h
e 

ha
d 

ex
pe

ri
en

ce
d

it.
 W

he
n 

w
e 

sa
y 

th
at

 s
uc

h 
a 

cu
p 

ha
s 

a 
"s

of
t"

 f
or

m
, i

t i
s 

en
tir

el
y 

du
e

to
 a

 s
er

ie
s 

of
 e

xp
er

ie
nc

es
 w

e 
ga

th
er

ed
 in

 c
hi

ld
ho

od
, w

hi
ch

 ta
ug

ht
us

 h
ow

 s
of

t a
nd

 h
ar

d 
m

at
er

ia
ls

 r
es

po
nd

 to
 m

an
ip

ul
at

io
n.

 T
ho

ug
h

th
e 

cu
p,

 a
ft

er
 f

ir
in

g,
 is

 h
ar

d,
 w

e 
ar

e 
ne

ve
rt

he
le

ss
 a

w
ar

e 
th

at
 it

w
as

 s
of

t a
t t

he
 ti

m
e 

it 
w

as
 s

ha
pe

d.
In

 th
is

 in
st

an
ce

 w
e 

ha
ve

 a
 s

of
t t

hi
ng

 th
at

 w
as

 h
ar

de
ne

d 
by

 a
sp

ec
ia

l p
ro

ce
ss

, n
am

el
y 

fi
ri

ng
, a

nd
 it

 is
 e

as
y 

to
 u

nd
er

st
an

d 
w

hy
w

e 
co

nt
in

ue
 to

 th
in

k 
of

 it
 a

s 
so

ft
. B

ut
 e

ve
n 

in
 c

as
es

 w
he

re
 th

e
m

at
er

ia
l u

se
d 

w
as

 h
ar

d 
fr

om
 th

e 
ve

ry
 b

eg
in

ni
ng

, w
e 

ca
n 

sp
ea

k
of

 s
of

t f
or

m
s.

 A
nd

 th
is

 c
on

ce
pt

io
n 

of
 s

of
t a

nd
 h

ar
d 

fo
rm

s,
ac

qu
ir

ed
 f

ro
m

, o
bj

ec
ts

 s
m

al
l e

no
ug

h 
to

 h
an

dl
e,

 is
 a

pp
lie

d 
ev

en
to

 th
e 

la
rg

es
t s

tr
uc

tu
re

s.

;

4

S
o-

ca
lle

d 
pe

ar
-s

ha
pe

d 
cu

p 
m

an
uf

ac
tu

re
d 

by
 W

ed
gw

oo
d

T
he

 c
up

 w
as

 s
of

t w
he

n 
it 

w
as

 s
ha

pe
d;

 a
fte

r 
fir

in
g 

th
e 

m
at

er
ia

l b
ec

am
e 

ha
rd

bu
t t

he
 fo

rm
 it

se
lf 

ca
n 

st
ill

 b
e 

de
sc

rib
ed

 a
s 

so
ft
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E
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h
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id
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of
 th

e 
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t
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l-b
ui

ld
in

g
pe

rio
d 

at
th

e 
be

gi
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in
g

of
 th

e 
19

th
ce

nt
ur

y.
E

xa
m

pl
e 
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-s
of

t-
 fo

rm
m

od
e 

of
 b

ric
k

A
s 

a 
ty

pi
ca

l e
xa

m
pl

e 
of

 a
 s

tr
uc

tu
re

 w
ith

 s
of

t f
or

m
s

w
e 

ca
n 

ta
ke

an
 E

ng
lis

h 
br

id
ge

 b
ui

lt 
at

 th
e 

be
gi

nn
in

g 
of

 th
e 

ni
ne

te
en

th
 c

en
-

tu
ry

. I
t i

s 
ob

vi
ou

sl
y 

m
ad

e 
of

 b
ri

ck
, t

ha
t i

s 
of

 a
 m

at
er

ia
l t

ha
t w

as
ha

rd
 a

t t
he

 ti
m

e 
th

e 
br

id
ge

 w
as

 c
on

st
ru

ct
ed

. N
ev

er
th

el
es

s 
it 

is
im

po
ss

ib
le

 to
 r

id
 y

ou
rs

el
f 

of
 th

e 
im

pr
es

si
on

 o
f 

so
m

et
hi

ng
 th

at
w

as
 k

ne
ad

ed
 a

nd
 m

ou
ld

ed
, s

om
et

hi
ng

 th
at

 r
es

po
nd

ed
 to

 p
re

ss
ur

e
in

 th
e 

sa
m

e 
w

ay
 th

e 
ba

nk
s 

of
 s

tr
ea

m
s 

an
d 

ri
ve

rs
 d

o,
 a

cq
ui

ri
ng

 th
e

fo
rm

 o
f 

w
in

di
ng

 c
ur

ve
s 

as
 th

e 
ru

sh
in

g 
w

at
er

 c
ar

ri
es

 o
ff

m
as

se
s 

of
cl

ay
 a

nd
 g

ra
ve

l f
ro

m
 o

ne
 b

an
k 

an
d 

de
po

si
ts

 it
on

 th
e 

ot
he

r.
 T

he
br

id
ge

 h
as

 a
 d

ou
bl

e 
fu

nc
tio

n:
 it

 is
 a

 r
ai

se
d 

ro
ad

w
ay

 a
nd

a 
na

vi
ga

-
tio

n 
po

rt
al

 th
at

 s
ee

m
s 

to
 h

av
e 

be
en

 h
ol

lo
w

ed
 o

ut
 b

y 
th

e
pr

es
su

re
of

 r
un

ni
ng

 w
at

er
.

A
s,

 a
n 

ex
am

pl
e 

of
 th

e 
op

po
si

te
 q

ua
lit

y,
 th

at
 is

,
a 

st
ru

ct
ur

e
w

ho
se

 f
or

m
 is

 m
an

if
es

tly
 "

ha
rd

",
w

e 
se

le
ct

 th
e 

R
om

an
 P

al
az

zo
Pu

nt
a 

di
 D

ia
m

an
ti.

 N
ot

 o
nl

y 
is

 th
e 

en
tir

e 
bu

ild
in

g
m

as
s 

a
cl

ea
rc

ut
 p

ri
sm

, b
ut

 th
e 

lo
w

er
 p

ar
t i

s 
m

ad
e 

of
 s

to
ne

 w
ith

 f
ac

et
ed
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ta
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 D
ia
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an
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in

 R
om
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 b
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ld
in

g 
w

ith
a 
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pi

ca
lly

-h
ar

d-
 fo

rm

1

ru
st

ic
at

io
ns

 li
ke

 p
ro

je
ct

in
g 

py
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m
id

ss
o-

ca
lle

d 
di

am
on

d-
sh

ap
ed

as
hl

ar
. H

er
e,

 th
e 

de
ta

il 
ha

s 
be

en
 d

ir
ec

tly
 ta

ke
n 

ov
er

 f
ro

m
 a

 ti
ny

ob
je

ct
 a

nd
 e

m
pl

oy
ed

 o
n 

a 
m

uc
h 

la
rg

er
 s

ca
le

.
C

er
ta

in
 p

er
io

ds
 h

av
e 

pr
ef

er
re

d 
ha

rd
 e

ff
ec

ts
 o

f 
th

is
 k

in
d 

w
hi

le
ot

he
rs

 h
av

e 
en

de
av

or
ed

 to
 m

ak
e 

th
ei

r 
bu

ild
in

gs
 "

so
ft

,"
 a

nd
th

er
e 

is
 m

uc
h 

ar
ch

ite
ct

ur
e 

w
hi

ch
 s

et
s 

th
e 

so
ft

 a
ga

in
st

 th
e 

ha
rd

fo
r 

th
e 

sa
ke

 o
f 

co
nt

ra
st

.
Fo

rm
 c

an
 a

ls
o 

gi
ve

 a
n 

im
pr

es
si

on
 o

f 
he

av
in

es
s 

or
 li

gh
tn

es
s.

A
 w

al
l b

ui
lt 

of
 la

rg
e 

st
on

es
, w

hi
ch

 w
e 

re
al

iz
e 

m
us

t h
av

e 
re

-
qu

ir
ed

 g
re

at
 e

ff
or

t t
o 

br
in

g 
to

 th
e 

si
te

 a
nd

 p
ut

 in
 p

la
ce

, a
pp

ea
rs

he
av

y 
to

 u
s.

 A
 s

m
oo

th
 w

al
l s

ee
m

s 
lig

ht
, e

ve
n 

th
ou

gh
 it

 m
ay

 h
av

e
ne

ce
ss

ita
te

d 
m

uc
h 

ha
rd

er
 w

or
k 

an
d 

ac
tu

al
ly

 w
ei

gh
 m

or
e 

th
an

 th
e

st
on

e 
w

al
l. 

W
e 

in
tu

iti
ve

ly
 f

ee
l t

ha
t g

ra
ni

te
 w

al
ls

 a
re

 h
ea

vi
er

 th
an

br
ic

k 
on

es
 w

ith
ou

t h
av

in
g 

an
y 

id
ea

 o
f 

th
ei

r 
re

sp
ec

tiv
e 

w
ei

gh
ts

.
A

sh
la

r 
m

as
on

ry
 w

ith
 d

ee
p 

jo
in

ts
 is

 o
ft

en
 im

ita
te

d 
in

 b
ri

ck
, n

ot
to

 p
ro

du
ce

 a
 d

ec
ep

tio
n 

bu
t s

im
pl

y 
as

 a
 m
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ns

 o
f 

ar
tis
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 e
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S

id
ew

al
k

S
id

ew
al

k
Ill

na
m

sb
ut

in
 A

ar
hu

s,

La
nd

(
D

en
m

ar
k

Im
pr

es
si

on
s 

of
 h

ar
dn

es
s 

an
d

so
ft

ne
ss

, o
f 

he
av

in
es

s 
an

d 
lig

ht
-

ne
ss

, a
re

 c
on

ne
ct

ed
 w

ith
 th

e 
su

rf
ac

e 
ch

ar
ac

te
r o

f 
m

at
er

ia
ls

. T
he

re
ar

e 
in

nu
m

er
ab

le
 k

in
ds

 o
f 

su
rf

ac
es

 f
ro

m
 th

e
co

ar
se

st
 to

 th
e 

fi
ne

st
.

If
 b

ui
ld

in
g 

m
at

er
ia

ls
w

er
e 

gr
ad

ed
 a

cc
or

di
ng

 to
 d

eg
re

es
 o

f 
ro

ug
h-

ne
ss

, t
he

re
 w

ou
ld

 b
e 

a 
gr

ea
t n

um
be

r 
of

 th
em

w
ith

 a
lm

os
t i

m
pe

r-
ce

pt
ib

le
 d

if
fe

re
nc

es
. A

t o
ne

 e
nd

 o
f 

th
e 

sc
al

e 
w

ou
ld

 b
e 

un
dr

es
se

d
tim

be
r 

an
d 

pe
bb

le
-d

as
h,

at
 th

e 
ot

he
r 

po
lis

he
d 

st
on

e 
an

d 
sm

oo
th

ly
va

rn
is

he
d 

su
rf

ac
es

.
It

 m
ay

 n
ot

 b
e 

su
rp

ri
si

ng
 th

at
w

e 
ca

n 
se

e 
su

ch
 d

if
fe

re
nc

es
 w

ith
th

e 
na

ke
d 

ey
e 

bu
t i

t i
s 

ce
rt

ai
nl

y
re

m
ar

ka
bl

e 
th

at
, w

ith
ou

t t
ou

ch
-

in
g 

th
e 

m
at

er
ia

ls
,

w
e 

ar
e 

aw
ar

e 
of

 th
e 

es
se

nt
ia

l d
if

fe
re

nc
e 

be
tw

ee
n

su
ch

 th
in

gs
 a

s 
fi

re
d 

cl
ay

, c
ry

st
al

lin
e

st
on

e,
 a

nd
 c

on
cr

et
e.

In
 D

en
m

ar
k 

to
da

y 
si

de
w

al
ks

ar
e 

of
te

n 
pa

ve
d 

w
ith

 s
ev

er
al

ro
w

s
of

 c
on

cr
et

e 
sl

ab
s 

se
pa

ra
te

d
by

 r
ow

s 
of

 g
ra

ni
te

 c
ob

bl
es

to
ne

s.
It

 is
12

4

un
do

ub
te

dl
y 

pr
ac

tic
al

, w
he

n 
ne

ce
ss

ar
y 

to
 li

ft
 th

e 
sl

ab
 o

f
co

n-
cr

et
e,

 to
 b

e 
ab

le
 to

 r
es

t t
he

 c
ro

w
ba

r 
ag

ai
ns

t t
he

 h
ar

d 
gr

an
ite

,
w

hi
ch

 is
 le

ss
 li

ke
ly

 to
 c

ru
m

bl
e.

 B
ut

 th
e 

co
m

bi
na

tio
n 

gi
ve

s
a

si
ng

ul
ar

ly
 in

ha
rm

on
io

us
 s

ur
fa

ce
. G

ra
ni

te
 a

nd
 c

on
cr

et
e 

do
no

t
m

ix
 w

el
l; 

yo
u 

ca
n 

al
m

os
t f

ee
l h

ow
 u

np
le

as
an

t i
t i

s 
ri

gh
t t

hr
ou

gh
th

e 
so

le
s 

of
 y

ou
r 

sh
oe

st
he

 tw
o 

m
at

er
ia

ls
 a

re
 o

f 
su

ch
 d

if
fe

re
nt

gr
ad

es
 o

f 
sm

oo
th

ne
ss

. A
nd

 w
he

n,
 a

s 
so

m
et

im
es

 h
ap

pe
ns

, t
hi

s
pa

ve
m

en
t i

s 
fl

an
ke

d 
by

 b
ro

ad
 s

tr
ip

s 
of

 a
sp

ha
lt 

or
 g

ra
ve

l a
nd

 e
dg

ed
w

ith
 k

er
bs

to
ne

, t
he

 m
od

er
n 

D
an

is
h 

si
de

w
al

k 
be

co
m

es
a 

ve
ri

-
ta

bl
e 

sa
m

pl
e 

co
lle

ct
io

n 
of

 p
av

in
g 

m
at

er
ia

ls
, n

ot
 to

 b
e 

co
m

pa
re

d
w

ith
 th

e 
pa

ve
m

en
ts

 o
f 

m
or

e 
ci

vi
liz

ed
 e

ra
s,

 w
hi

ch
ar

e 
pl

ea
si

ng
 to

th
e 

ey
e 

an
d 

co
m

fo
rt

ab
le

 u
nd

er
 f

oo
t. 

T
he

 L
on

do
ne

r 
ca

lls
 h

is
si

de
w

al
k 

th
e 

"p
av

em
en

t,"
 a

nd
 a

 m
or

e 
cu

lti
va

te
d 

ex
am

pl
e 

of
pa

vi
ng

 c
an

 h
ar

dl
y 

be
 f

ou
nd

.

B
E

ST
 C

O
PY

 A
V

A
IL

A
B

L
E

12
5



26

a.
%

it
I

1 
6

B
E

S
T

 C
O

P
Y

 A
V

A
IL

A
B

LE

C
lin

ke
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 T
he

 1
-la

gu
e

C
lin

ke
r 
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in

C
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en
ha

ge
n.

H
ea

vy
 g

ra
ni

te
co

lu
m

n 
st

an
ds

di
re

ct
ly

 o
n 

th
e

lig
ht

er
 p

av
in

g
m

at
er

ia
l,

sh
at

te
rin

g 
th

e

pa
tte

rn
 o

f t
he

br
ic

k 
pa

vi
ng

C
ob

bl
es

to
ne

 p
av

ed
 s

qu
ar

e 
in

 F
rib

ou
rg

, S
w

itz
er

la
nd

In
 S

w
itz

er
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nd
 th
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st
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e 
pa

vi
ng

 is
 e

xc
ee

di
ng

ly
 h

an
d-

so
m

e,
 a

s 
ca

n 
be

 s
ee

n 
in

 th
e 

ph
ot

og
ra

ph
s 

of
 a

 tr
an

qu
il 

lit
tle

sq
ua

re
 in

 F
ri

bo
ur

g 
w

he
re

 th
e 

be
au

tif
ul

ly
 la

id
 p

av
em

en
t g

iv
es

ae
st

he
tic

 p
le
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ur

e 
to

 th
e 

ey
e 

an
d 

ha
s 

its
 p

er
fe

ct
 f

oi
l i

n 
th

e 
un

if
or

m
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le
 y

el
lo

w
 li

m
es

to
ne

 o
f 

th
e 

su
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ou
nd

in
g 

w
al

ls
 a

nd
 th

e 
fo

un
ta

in
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A
 g

re
at

 v
ar

ie
ty

 o
f 

m
at

er
ia

ls
 c

an
 b

e 
us

ed
 f

or
 p

av
in

g 
w

ith
 v

er
y

sa
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fa
ct

or
y 

re
su

lts
, b

ut
 th

ey
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an
no

t b
e 

co
m

bi
ne

d 
or

 u
se

d 
ar

bi
-

tr
ar
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. I

n 
H

ol
la

nd
 th
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 u

se
 c

lin
ke
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 in

 th
e 

st
re

et
s 
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d 
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 p
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 p
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 C
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e 
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 f
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m
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d.

 N
ot

 o
nl
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 th
e 
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 b
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om
e 

ch
ip

pe
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 b
ut

 y
ou

 h
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e 
th

e 
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m

fo
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le
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el

in
g 
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at

 th
e 

he
av

y 
pi
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rs
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 s
in

ki
ng
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 th
e 

so
ft

er
 m

at
er

ia
l.

A
t a

bo
ut

 th
e 

tim
e 

w
he

n 
th

e 
ch

ild
 b

ec
om

es
 a

w
ar

e 
of

 th
e 

te
x-

tu
re

s 
of

 v
ar

io
us

 m
at

er
ia
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 h

e 
al

so
 f

or
m

s 
an
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 o
f 
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ut

ne
ss
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s

op
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se
d 

to
 s

la
ck

ne
ss

. T
he

 b
oy

 w
ho

 m
ak

es
 a
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ow

 a
nd

 d
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w
s 

th
e

st
ri

ng
 s

o 
tig

ht
ly

 th
at

 it
 h

um
s,

 e
nj

oy
s 

its
 ta

ut
ne

ss
 a

nd
 r

ec
ei

ve
s 

an
im

pr
es

si
on

 f
or

 li
fe

 o
f 

a 
te

ns
e 

cu
rv

e 
an

d 
w

he
n 

he
 s

ee
s 

a 
fi

sh
in

g 
ne

t
hu

ng
 u

p 
to

 d
ry

, h
e 

ex
pe

ri
en

ce
s 

ho
w

 r
ep

os
ef

ul
 it

s 
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ac
k 

an
d 

he
av

y
lin

es
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re
. Sq

ua
re
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 F

ri
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ur
g,

 S
w

itz
er
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nd

. P
av

in
g 
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en

 f
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m
 th

e 
te

rr
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e 
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ov
e
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F
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 d
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e

T
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 s
w
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lin

g 
fo
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s 

of
 d

om
es

 s
ee

n 
th

ro
ug

h 
th

e 
pe

nd
en

t l
in

es
 o

f t
he
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T
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 m

on
um

en
ta

l s
tr

uc
tu

re
s 

of
 th

e 
gr

ea
te

st
 s

im
pl

ic
ity

w
hi

ch
 p

ro
du

ce
 o

nl
y 

a 
si

ng
le

 e
ff

ec
t, 

su
ch

 a
s 

ha
rd

ne
ss

 o
r 

so
ft

ne
ss

.
B

ut
 m

os
t b

ui
ld

in
gs

 c
on

si
st

 o
f 

a 
co

m
bi

na
tio

n 
of

 h
ar

d 
an

d 
so

ft
,

lig
ht

 a
nd

 h
ea

vy
, t

au
t a

nd
 s

la
ck

, a
nd

 o
f 

m
an

y 
ki

nd
s 

of
 s

ur
fa

ce
s.

T
he

se
 a

re
 a

ll 
el

em
en

ts
 o

f 
ar

ch
ite

ct
ur

e,
 s

om
e 

of
 th

e 
th

in
gs

 th
e

ar
ch

ite
ct

 c
an

 c
al

l i
nt

o 
pl

ay
. A

nd
 to

 e
xp

er
ie

nc
e 

ar
ch

ite
ct

ur
e,
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ou

m
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t b
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of
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es
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el
em

en
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E

ve
ry

 in
st

ru
m

en
t

ha
s 
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 o

w
n

ph
ys

io
gn

om
y.

T
he

 s
ig

ht
 o

f a
 te

nn
is

ra
cq

ue
t p

ro
vo

ke
s

a 
fe

el
in

g 
of

 v
ita

lit
y

Fr
om

 th
es

e 
in

di
vi

du
al

 q
ua

lit
ie

s 
le

t u
s 

no
w

 tu
rn

 to
 th

e 
th

in
gs

th
em

se
lv

es
.

W
he

n 
w

e 
re

ga
rd

 th
e 

to
ol

s 
pr

od
uc

ed
 b

y 
m

an
us

in
g 

th
e 

te
rm

to
ol

s 
in

 th
e 

br
oa

d 
se

ns
e 

w
hi

ch
 in

cl
ud

es
 b

ui
ld

in
gs

 a
nd

 th
ei

r 
ro

om
s

w
e 

fi
nd

 th
at

 b
y 

m
ea

ns
 o

f 
m

at
er

ia
l, 

fo
rm

, c
ol

or
 a

nd
 o

th
er

 p
er

-
ce

pt
iv

e 
qu

al
iti

es
, m

an
 h

ai
 b

ee
n 

ab
le

 to
 g

iv
e 

ea
ch

 to
ol

 it
s 

in
di

vi
d-

ua
l c

ha
ra

ct
er

. E
ac

h 
on

e 
se

em
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to
 h

av
e 

its
 o

w
n 

pe
rs
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al

ity
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ch

fa
ir

ly
 s

pe
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 u
s 
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a 
he
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fu

l f
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en
d,

 a
 g

oo
d 

co
m
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de
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nd

 e
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h
im

pl
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en
t h
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 it

s 
ow

n 
pa

rt
ic

ul
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ff

ec
t u

po
n 

ou
r 

m
in

ds
.

In
 th
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 w
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an
 f

ir
st

 p
ut

s 
hi

s 
st

am
p 

on
 th

e 
im

pl
em

en
ts
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e

m
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es
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nd
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er
ea

ft
er

 th
e 

im
pl
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en
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 e

xe
rt

 th
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r 
in
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ue

nc
e

on
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an
. T

he
y 

be
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m
e 

m
or

e 
th

an
 p

ur
el

y 
us

ef
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 a
rt

ic
le

s.
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es
id
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ex

pa
nd

in
g 

ou
r 

fi
el

d 
of

 a
ct

io
n,

 th
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 in
cr

ea
se

 o
ur

 v
ita

lit
y.

 A
 te

nn
is

ra
cq

ue
t c

an
 h

el
p 

us
 to

 s
tr

ik
e 

a 
ba

ll 
be

tte
r 

th
an

 w
e 

ca
n 

do
 w

ith
 th

e
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nd
 a

lo
ne

. T
hi
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 h

ow
ev
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, i
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no

t t
he

 m
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t i
m
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rt

an
t t
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ng
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ut
it.
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s 

a 
m
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te

r 
of

 f
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t, 
st

ri
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ng
 b
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ls
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 in
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lf
 o

f 
no

 p
ar

tic
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ar
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at
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an
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it 
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n
ef

fe
ct

 o
f c

os
tli

ne
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an
d 

el
eg

an
ce
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e

va
lu

e 
to

 a
ny

on
e.

 B
ut

 u
si

ng
 th

e 
ra

cq
ue

t g
iv

es
 u

s 
a 

fe
el

in
g 

of
 b

ei
ng

al
iv

e,
 f

ill
s 

us
 w

ith
 e

ne
rg

y 
an

d 
ex

ub
er

an
ce

. T
he

 s
ig

ht
 o

f 
it 

al
on

e
st

im
ul

at
es

 th
e 

te
nn

is
 p

la
ye

r 
in

 a
 w

ay
 th

at
 is

 d
if

fi
cu

lt 
to

 d
es

cr
ib

e.
B

ut
 if

 w
e 

tu
rn

 to
 a

no
th

er
 p

ie
ce

 o
f 

sp
or

ts
 e

qu
ip

m
en

tth
e 

ri
di

ng
ho

ot
, f

or
 e

xa
m

pl
e,

w
e 

w
ill

 im
m

ed
ia

te
ly

 r
ea

liz
e 

w
ha

t d
if

fe
re

nt
se

ns
at

io
ns

 th
e 

va
ri

ou
s 

th
in

gs
 a

ro
us

e.
 T

he
re

 is
 s

om
et

hi
ng

 a
ri

st
o-

cr
at

ic
 a

bo
ut

 a
n 

E
ng

lis
h 

ri
di

ng
 b

oo
t. 

It
's

 a
 r

at
he

r 
od

d-
lo

ok
in

g
le

at
he

r 
sh

ea
th

, o
nl

y 
fa

in
tly

 r
em

in
is

ce
nt

 o
f 

th
e 

sh
ap

e 
of

 th
e 

hu
m

an
le

g.
 I

t a
w

ak
en

s 
se

ns
at

io
ns

 o
f 

el
eg

an
ce

 a
nd

 lu
xu

ry
ca

lls
 to

 m
in

d
pr

an
ci

ng
 th

or
ou

gh
br

ed
s 

an
d 

pi
nk

 c
oa

ts
. O

r 
ta

ke
 th

e 
um

br
el

la
.

It
is

an
 in

ge
ni

ou
s,

 th
or

ou
gh

ly
 f

un
ct

io
na

l d
ev

ic
e,

 n
ea

t a
nd

pr
ac

tic
al

. B
ut

 y
ou

 s
im

pl
y 

ca
nn

ot
 im

ag
in

e 
it 

in
 c

om
pa

ny
 w

ith
th

e 
ra

cq
ue

t o
r 

th
e 

ri
di

ng
 b

oo
t. 

T
he
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do

 n
ot
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pe

ak
 th

e 
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m
e

la
ng
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ge

. T
he

re
 s

ee
m

s 
to

 h
e 

so
m

et
hi

ng
 f

in
ic

ky
 a

bo
ut

 a
n 
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br

el
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,
so
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et

hi
ng
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at
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r 
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ld
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nd
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er
ve
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n 
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r 
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 d

ig
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ty
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e 
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cq
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t u
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s.

13
1

3



32
W
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 w

e 
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 d
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e
ou

r 
im
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si
on

s
of

 a
n 

ob
je

ct
 w

ith
ou

t t
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in

g 
it 
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 a

 li
vi

ng
 th

in
g 

w
ith

 it
s

ow
n

ph
ys

io
gn

om
y.

 F
or

 e
ve

n 
th

e 
m

os
t p

re
ci

se
 d

es
cr

ip
tio

n,
en

um
er

-
at

in
g 

al
l v

is
ib

le
 c

ha
ra

ct
er

is
tic

s,
 w

ill
 n

ot
 g

iv
e 

an
 in

kl
in

g 
of

 w
ha

t
w

e
fe

el
 is

 th
e 

es
se

nc
e 

of
 th

e 
th

in
g 

its
el

f.
 J

us
t a

s
w

e 
do

 n
ot

 n
ot

ic
e 

th
e

in
di

vi
du
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 le
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 a

 w
or

d 
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t r
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ve

 a
 to
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l i

m
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es
si
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 o

f 
th

e
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ea
 th

e 
w

or
d 
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ey
s,
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e 

ge
ne

ra
lly

 a
re

 n
ot

 a
w
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e 

of
 w

ha
t i

t i
s

th
at
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e 

pe
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ei
ve

 b
ut

 o
nl
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of

 th
e 
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ep
tio

n 
cr

ea
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d 
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r 

m
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w

he
n 

w
e 

pe
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ei
ve

 it
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N
ot

 o
nl

y 
th

e 
te

nn
is

 r
ac

qu
et

 b
ut

 e
ve

ry
th

in
g 
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te

d 
w
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e 
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m
et

he
 c

ou
rt

, t
he

 te
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 p

la
ye

r's
 c

lo
th

es
ar

ou
se

s 
th

e
sa

m
e 

se
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at
io

ns
. T

he
 g

ar
b 

is
 lo

os
e 

an
d 

co
m

fo
rt

ab
le

, t
he

 s
ho

es
 a

re
so

ft
in

 k
ee

pi
ng

 w
ith

 th
e 

re
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xe
d 

co
nd

iti
on

 in
 w

hi
ch

 th
e 

pl
ay

er
m

ov
es

 a
bo

ut
 th

e 
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ur
t i

dl
y 

pi
ck

in
g 

up
 b

al
ls

, r
es

er
vi

ng
 h

is
 e

ne
rg

y
fo

r 
th

e 
sp

ee
d 

an
d 

co
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en
tr

at
io

n 
w

hi
ch

 w
ill

 b
e 

de
m
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de

d 
of
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im

th
e 

in
st

an
t t

he
 b
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l i
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in

 p
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y.
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f,
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te
r 

in
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e
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m
e 

m
an
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pe
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 a

n 
of

fi
ci

al
 f

un
ct

io
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 u
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fo
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, n

ot
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ea
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e 
w
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e 
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an

ge
d 

bu
t h

is
 e

nt
ir

e 
be

in
g.

 H
is

po
st

ur
e 

an
d 
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it 
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e 

in
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ue
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ed
 b

y 
hi

s 
cl

ot
he

s;
 r
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tr
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nt
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nd
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gn

ity
 a
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 n

ow
 th

e 
ke

yn
ot

e.
T

ur
ni

ng
 f

ro
m

 th
es

e 
ex
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pl

es
 f

ro
m

 d
ai

ly
- 

lif
e 

to
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te
ct

ur
e,

w
e 

fi
nd

 th
at

 th
e 

be
st

 b
ui

ld
in

gs
 h

av
e 

be
en

 p
ro

du
ce

d'
 w

he
n 

th
e

ar
ch

ite
ct

 h
as

 b
ee

n 
in
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ir

ed
 b

y 
so

m
et

hi
ng

 in
 th

e 
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ob
le

m
 w

hi
ch

w
ill

 g
iv

e 
th

e 
bu

ild
in

g 
a 

di
st

in
ct

iv
e 

st
am

p.
 S

uc
h 

bu
ild

in
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ar
e

cr
ea

te
d 

in
 a

 s
pe
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al

 s
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ri
t a

nd
 th

ey
 c

on
ve

y 
th
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 s
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t t
o 

ot
he

rs
.

E
xt

er
na

l f
ea

tu
re

s 
be

co
m

e 
a 

m
ea

ns
 o

f 
co

m
m

un
ic

at
in

g 
fe

el
in

gs
an

d 
m

oo
ds

 f
ro

m
 o

ne
 p

er
so

n 
to

 a
no

th
er

. O
ft

en
, h

ow
ev

er
, t

he
 o

nl
y

m
es

sa
ge

 c
on

ve
ye

d 
is

 o
ne

 o
f 

co
nf

or
m

ity
. M

an
 is

 le
ss

 lo
ne

ly
 w

he
n

he
 f

ee
ls

 th
at

 h
e 

is
 p

ar
t o

f 
a 

ge
ne

ra
l m

ov
em

en
t. 
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op

le
 w

ho
ge

t
to

ge
th

er
 f

or
 a

 c
om

m
on

 p
ur

po
se

 tr
y 

to
 a

pp
ea

r
as

 m
uc

h 
al

ik
e 

as
po

ss
ib

le
. I

f 
on

e 
of

 th
em

 f
in

ds
 h

im
se

lf
 a

 b
it 

co
ns

pi
cu

ou
s,

 h
e 

is
lik

el
y 

to
 f

ee
l m

is
er

ab
le

; t
he

 e
nt

ir
e 

oc
ca

si
on

 is
 s

po
ile

d 
fo

r 
hi

m
.

In
 p

ic
tu

re
s 

fr
om

 a
 p

ar
tic

ul
ar

 p
er

io
d 

pe
op

le
se

em
 to

 lo
ok

 v
er

y
m

uc
h 

al
ik

e.
 I

t i
s 

no
t o

nl
y 

a 
qu
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tio

n 
of

 c
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th
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an

d 
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 th
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r
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ch

 th
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pe
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 c
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n 

m
em

oi
rs

 o
f 

th
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sa
m

e
pe

ri
od
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 f
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th

at
 th
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m
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vi
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ar
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es

 w
ith
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e 

ex
-

te
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al
 p

ic
tu
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, a

nd
 y

ou
 w

ill
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o 

fi
nd
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at

 th
e 

bu
ild

in
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, s
tr

ee
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an
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to
w

ns
 w
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e 
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tu

ne
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 th

e 
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f 
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e 
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a.
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he
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it 
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d 
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to

ri
an
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er
ed
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at

 a
 d

ef
in

ite
 s

ty
le

ha
d 

do
m

in
at

ed
 th

e 
pe

ri
od

 a
nd

 th
ey

 g
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e 
it 
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m
e.

 B
ut

 th
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e 
w

ho
liv

ed
 in

 th
at

 s
ty

le
 w

er
e 

no
t a

w
ar

e 
of

 it
. W

ha
te

ve
r 

th
ey

 d
id

, h
ow

-
ev

er
 th

ey
 d

re
ss

ed
, s

ee
m

ed
 n

at
ur

al
 to

 th
em

. W
e 

sp
ea

k 
of

 a
"G

ot
hi

c"
 p

er
io

d 
or

 a
 "

B
ar

oq
ue

" 
pe

ri
od

, a
nd

 d
ea

le
rs

 in
 a

nt
iq

ue
s

an
d 

th
os

e 
w

ho
 m

ak
e 

th
ei

r 
liv

in
g 

m
an

uf
ac

tu
ri

ng
 f

ak
e 

an
tiq

ue
s

ar
e 

fa
m

ili
ar

 w
ith

 a
ll 

th
e 

sm
al

l d
et

ai
ls

 th
at

 a
re

 c
ha

ra
ct

er
is

tic
 o

f
ea

ch
 s

ty
le

 in
 a

ll 
its

 p
ha

se
s.

 B
ut

 d
et

ai
ls

 te
ll 

no
th

in
g 

es
se

nt
ia

l a
bo

ut
;

ar
ch

ite
ct

ur
e,

 s
im

pl
y 

be
ca

us
e 

th
e 

ob
je

ct
 o

f 
al

l g
oo
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 c
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le
s.
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di
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te
ct

ur
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e 
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m
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 b
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in
g 
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 d

et
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m
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e 
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e 
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in

g 
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 c
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 s
ee

 a
rc
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 m
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 d
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d 
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l p
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d 
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ep
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t d
w
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 c
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 o
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e 
of

 th
e 

te
xt
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, d
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 d
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 r
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, c
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 c
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t d
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ra
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ra
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l p
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 c
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 p
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 b
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 c
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 d
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 c
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 c
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 c
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 m
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 b
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 b
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 m
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 d
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 c
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t b
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t b
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at
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 m
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n
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 c
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w
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d 
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 b
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m
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re
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 m

an
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er
lo
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 p
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n.
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e 
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 m
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ils
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e 
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 r
ig

ht
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bo
ut
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e
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an
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ng
 g
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 m
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. I
f h
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is

 n
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er
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ll 
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 h

e 
w
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t d
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H
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 d
et
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et
s 

a 
m
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e 

or
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 c
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e
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m
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t p
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 o
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 m
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la
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 b
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rl 
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 m
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m
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e
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 p
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 c
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iv
e;

 h
e

re
cr

ea
te

s 
th

e 
ph

en
om

en
a 

he
 o

bs
er

ve
s 

in
 h
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t b
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e
po

et
 th

at
 h

e 
w

ou
ld

 o
nl

y 
pa

y 
hi

m
 h

al
f 

th
e

su
m

 a
gr

ee
d 

up
on

 f
or

 th
e

pa
ne

gy
ri

c 
an

d 
th

at
 h

e 
m

us
t o

bt
ai

n 
th

e 
ba

la
nc

e
fr

om
 th
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 f
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 b
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 d
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 c
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 m
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 b
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in
g

Si
m

on
id

es
 a

w
ay

 f
ro

m
 th

e 
ba

nq
ue

t j
us

t b
ef

or
e 

th
e 

cr
as

h.
 A

nd
 th

is
ex

pe
ri

en
ce

 s
ug

ge
st

ed
 to

 th
e 

po
et

 th
e 

pr
in

ci
pl

es
 o

f 
th

e 
ar

t o
f 

m
em

or
y

of
 w

hi
ch

 h
e 

is
 s

ai
d 

to
 h

av
e 

be
en

 th
e 

in
ve

nt
or

. N
ot

in
g 

th
at

 it
 w

as
th

ro
ug

h 
hi

s 
m

em
or

y 
of

 th
e 

pl
ac

es
 a

t w
hi

ch
 th

e 
gu

es
ts

 h
ad

 b
ee

n
si

tti
ng

 th
at

 h
e 

ha
d 

be
en

 a
bl

e 
to

 id
en

tif
y 

th
e 

bo
di

es
, h

e 
re

al
is

ed
 th

at
or

de
rl

y 
ar

ra
ng

em
en

t i
s 

es
se

nt
ia

l f
or

 g
oo

d 
m

em
or

y.

H
e 

in
fe

rr
ed

 th
at

 p
er

so
ns

 d
es

ir
in

g 
to

 tr
ai

n 
th

is
 f

ac
ul

ty
 (

of
 m

em
or

y)
m

us
t s

el
ec

t p
la

ce
s 

an
d 

fo
rm

 m
en

ta
l i

m
ag

es
 o

f 
th

e 
th

in
gs

 th
ey

 w
is

h
to

 r
em

em
be

r 
an

d 
st

or
e 

th
os

e 
im

ag
es

 in
 th

e 
pl

ac
es

, s
o 

th
at

 th
e 

or
de

r
of

 th
e 

pl
ac

es
 w

ill
 p

re
se

rv
e 

th
e 

or
de

r 
of

 th
e 

th
in

gs
, a

nd
 th

e 
im

ag
es

 o
f

th
e 

th
in

gs
 w

ill
 d

en
ot

e 
th

e 
th

in
gs

 th
em

se
lv

es
, a

nd
 w

e 
sh

al
l e

m
pl

oy
th

e 
pl

ac
es

 a
nd

 im
ag

es
 r

es
pe

ct
iv

el
y 

as
 a

 w
ax

 w
ri

tin
g-

ta
bl

et
 a

nd
 th

e
le

tte
rs

 w
ri

tte
n 

on
 it

.=

T
he

 v
iv

id
 s

to
ry

 o
f 

ho
w

 S
im

on
id

es
 in

ve
nt

ed
 th

e 
ar

t o
f 

m
em

or
y 

is
to

ld
 b

y 
C

ic
er

o 
in

 h
is

 D
e 

or
at

or
e 

w
he

n 
he

 is
 d

is
cu

ss
in

g 
m

em
or

y 
as

on
e 

of
 th

e 
fi

ve
 p

ar
ts

 o
f 

rh
et

or
ic

; t
he

 s
to

ry
 in

tr
od

uc
es

 a
br

ie
f 

de
s-

cr
ip

tio
n 

of
 th

e 
m

ne
m

on
ic

 o
f 

pl
ac

es
 a

nd
 im

ag
es

 (
lo

ci
 a

nd
 im

ag
in

es
)

w
hi

ch
 w

as
 u

se
d 

by
 th

e 
R

om
an

 r
he

to
rs

. T
w

o 
ot

he
r 

de
sc

ri
pt

io
ns

 o
f

th
e 

cl
as

si
ca

l m
ne

m
on

ic
, b

es
id

es
 th

e 
on

e 
gi

ve
n 

by
 C

ic
er

o,
 h

av
e

co
m

e 
do

w
n 

to
 u

s,
 b

ot
h 

al
so

 in
 tr

ea
tis

es
 o

n 
rh

et
or

ic
w

he
n 

m
em

or
y

as
 a

 p
ar

t o
f 

rh
et

or
ic

 is
 b

ei
ng

 d
is

cu
ss

ed
; o

ne
 is

 in
 th

e 
an

on
ym

ou
s

A
d 

C
. H

er
en

ni
um

 li
br

i I
V

; t
he

 o
th

er
 is

 in
 Q

ui
nt

ili
an

's
 I

ns
tit

ut
io

or
at

or
ia

.
T

he
 f

ir
st

 b
as

ic
 f

ac
t w

hi
ch

 th
e 

st
ud

en
t o

f 
th

e 
hi

st
or

y 
of

 th
e 

cl
as

-
si

ca
l a

rt
 o

f 
m

em
or

y 
m

us
t r

em
em

be
r 

is
 th

at
 th

e 
ar

t b
el

on
ge

d 
to

rh
et

or
ic

 a
s 

a 
te

ch
ni

qu
e 

by
 w

hi
ch

 th
e 

or
at

or
 c

ou
ld

 im
pr

ov
e 

hi
s

m
em

or
y,

 w
hi

ch
 w

ou
ld

 e
na

bl
e 

hi
m

 to
 d

el
iv

er
 lo

ng
sp

ee
ch

es
 f

ro
m

m
em

or
y 

w
ith

 u
nf

ai
lin

g 
ac

cu
ra

cy
. A

nd
 it

 w
as

 a
s 

a 
pa

rt
of

 th
e 

ar
t o

f
rh

et
or

ic
 th

at
 th

e 
ar

t o
f 

m
em

or
y 

tr
av

el
le

d 
do

w
n 

th
ro

ug
h 

th
e 

E
ur

o-
pe

an
 tr

ad
iti

on
 in

 w
hi

ch
 it

 w
as

 n
ev

er
 f

or
go

tte
n,

 o
r 

no
t

fo
rg

ot
te

n
un

til
 c

om
pa

ra
tiv

el
y 

m
od

er
n 

tim
es

, t
ha

t t
ho

se
 in

fa
lli

bl
e 

gu
id

es
 in

al
l h

um
an

 a
ct

iv
iti

es
, t

he
 a

nc
ie

nt
s,

 h
ad

 la
id

 d
ow

n 
ru

le
s 

an
d 

pr
ec

ep
ts

fo
r 

im
pr

ov
in

g 
th

e 
m

em
or

y.
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C
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er

o,
 D
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It
 is

 n
ot

 d
if

fi
cu

lt 
to

 g
et

 h
ol

d 
of

 th
e 

ge
ne

ra
l

pr
in

ci
pl

es
 o

f 
th

e
m

ne
m

on
ic

. T
he

 f
ir

st
 s

te
p 

w
as

 to
 im

pr
in

t
on

 th
e 

m
em

or
y 

a 
se

ri
es

of
 lo

ci
 o

r 
pl

ac
es

. T
he

 c
om

m
on

es
t, 

th
ou

gh
no

t t
he

 o
nl

y,
 ty

pe
 o

f
m

ne
m

on
ic

 p
la

ce
 s

ys
te

m
 u

se
d

w
as

 th
e 

ar
ch

ite
ct

ur
al

 ty
pe

. T
he

cl
ea

re
st

 d
es

cr
ip

tio
n 

of
 th

e
pr

oc
es

s 
is

 th
at

 g
iv

en
 b

y 
Q

ui
nt

ili
an

.3
 I

n
or

de
r 

to
 f

or
m

 a
 s

er
ie

s 
of

 p
la

ce
s 

in
m

em
or

y,
 h

e 
sa

ys
, a

 b
ui

ld
in

g 
is

 to
be

 r
em

em
be

re
d,

 a
s 

sp
ac

io
us

 a
nd

 v
ar

ie
d

a 
on

e 
as

 p
os

si
bl

e,
 th

e 
fo

re
-

co
ur

t, 
th

e 
liv

in
g 

ro
om

, b
ed

ro
om

s,
 a

nd
 p

ar
lo

ur
s;

no
t o

m
itt

in
g

st
at

ue
s 

an
d 

ot
he

r 
or

na
m

en
ts

 w
ith

 w
hi

ch
 th

e
ro

om
s 

ar
e 

de
co

ra
te

d.
T

he
 im

ag
es

 b
y 

w
hi

ch
 th

e 
sp

ee
ch

 is
to

 b
e 

re
m

em
be

re
da

s 
an

ex
am

pl
e 

of
 th

es
e 

Q
ui

nt
ili

an
sa

ys
 o

ne
 m

ay
 u

se
 a

n 
an

ch
or

 o
r 

a
w

ea
po

na
re

 th
en

 p
la

ce
d 

in
 im

ag
in

at
io

n 
on

 th
e 

pl
ac

es
 w

hi
ch

 h
av

e
be

en
 m

em
or

is
ed

 in
 th

e 
bu

ild
in

g.
 T

hi
s 

do
ne

, a
s 

so
on

 a
s 

th
e 

m
em

or
y

of
 th

e 
fa

ct
s 

re
qu

ir
es

 to
 b

e 
re

vi
ve

d,
 a

ll 
th

es
e 

pl
ac

es
ar

e 
vi

si
te

d 
in

tu
rn

 a
nd

 th
e 

va
ri

ou
s 

de
po

si
ts

 d
em

an
de

d 
of

 th
ei

r 
cu

st
od

ia
ns

.
W

e
ha

ve
 to

 th
in

k 
of

 th
e 

an
ci

en
t o

ra
to

r
as

 m
ov

in
g 

in
 im

ag
in

at
io

n
th

ro
ug

h 
hi

s 
m

em
or

y 
bu

ild
in

g 
w

hi
ls

t h
e 

is
 m

ak
in

g 
hi

s
sp

ee
ch

, d
ra

w
-

in
g 

fr
om

 th
e 

m
em

or
is

ed
 p

la
ce

s 
th

e 
im

ag
es

 h
e 

ha
s

pl
ac

ed
 o

n 
th

em
.

T
he

 m
et

ho
d 

en
su

re
s 

th
at

 th
e 

po
in

ts
ar

e 
re

m
em

be
re

d 
in

 th
e 

ri
gh

t
or

de
r,

 s
in

ce
 _

th
e 

or
de

r 
is

 f
ix

ed
 b

y 
th

e
se

qu
en

ce
 o

f 
pl

ac
es

 in
 th

e
bu

ild
in

g.
 Q

ui
nt

ili
an

's
 e

xa
m

pl
es

 o
f 

th
e 

an
ch

or
 a

nd
 th

e
w

ea
po

n 
as

im
ag

es
 m

ay
 s

ug
ge

st
 th

at
 h

e 
ha

d 
in

 m
in

d
a 

sp
ee

ch
 w

hi
ch

 d
ea

lt 
at

on
e 

po
in

t w
ith

 n
av

al
 m

at
te

rs
 (

th
e 

an
ch

or
),

 a
t a

no
th

er
 w

ith
 m

ili
ta

ry
op

er
at

io
ns

 (
th

e 
w

ea
po

n)
.

T
he

re
 is

 n
o 

do
ub

t t
ha

t t
hi

s 
m

et
ho

d 
w

ill
 w

or
k 

fo
r

an
yo

ne
 w

ho
 is

pr
ep

ar
ed

 to
 la

bo
ur

 s
er

io
us

ly
 a

t t
he

se
 m

ne
m

on
ic

gy
m

na
st

ic
s.

 I
ha

ve
 n

ev
er

 a
tte

m
pt

ed
 to

 d
o 

so
 m

ys
el

f 
bu

t I
 h

av
e 

be
en

to
ld

 o
f 

a
pr

of
es

so
r 

w
ho

 u
se

d 
to

 a
m

us
e 

hi
s 

st
ud

en
ts

at
 p

ar
tie

s 
by

 a
sk

in
g 

ea
ch

of
 th

em
 to

 n
am

e 
an

 o
bj

ec
t; 

on
e 

of
 th

em
 n

ot
ed

 d
ow

n 
al

l t
he

ob
je

ct
s

in
 th

e 
or

de
r 

in
 w

hi
ch

 th
ey

 h
ad

 b
ee

n 
na

m
ed

. L
at

er
 in

 th
e

ev
en

in
g

th
e 

pr
of

es
so

r 
w

ou
ld

 c
au

se
 g

en
er

al
am

az
em

en
t b

y 
re

pe
at

in
g 

th
e 

lis
t

of
 o

bj
ec

ts
 in

 th
e 

ri
gh

t o
rd

er
. H

e 
pe

rf
or

m
ed

 h
is

 li
ttl

e
m

em
or

y 
fe

at
by

 p
la

ci
ng

 th
e 

ob
je

ct
s,

 a
s 

th
ey

 w
er

e 
na

m
ed

, o
n 

th
e 

w
in

do
w

 s
ill

, o
n

th
e 

de
sk

, o
n 

th
e 

w
as

te
pa

pe
r 

ba
sk

et
, a

nd
so

 o
n.

 T
he

n,
 a

s 
Q

ui
nt

ili
an

ad
vi

se
s,

 h
e 

re
vi

si
te

d 
th

os
e 

pl
ac

es
 in

 tu
rn

 a
nd

 d
em

an
de

d 
fr

om
th

em
th

ei
r 

de
po

si
ts

. H
e 

ha
d 

ne
ve

r 
he

ar
d 

of
 th

e 
cl

as
si

ca
l m

ne
m

on
ic

bu
t

ha
d 

di
sc

ov
er

ed
 h

is
 te

ch
ni

qu
e 

qu
ite

 in
de

pe
nd

en
tly

. H
ad

he
 e

x-
te

nd
ed

 h
is

 e
ff

or
ts

 b
y 

at
ta

ch
in

g 
no

tio
ns

 to
 th

e 
ob

je
ct

s
re

m
em

be
re

d
on

 th
e 

pl
ac

es
 h

e 
m

ig
ht

 h
av

e 
ca

us
ed

 s
til

l g
re

at
er

 a
m

az
em

en
t b

y
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de
liv

er
in

g 
hi

s 
le

ct
ur

es
 f

ro
m

 m
em

or
y,

 a
s 

th
e 

cl
as

si
ca

l o
ra

to
r

de
liv

er
ed

 h
is

 s
pe

ec
he

s.
W

hi
ls

t i
t i

s 
im

po
rt

an
t t

o 
re

co
gn

is
e 

th
at

 th
e 

cl
as

si
ca

l a
rt

 is
 b

as
ed

on
 w

or
ka

bl
e 

m
ne

m
ot

ec
hn

ic
 p

ri
nc

ip
le

s 
it 

m
ay

 b
e 

m
is

le
ad

in
g 

to
di

sm
is

s 
it 

w
ith

 th
e 

la
be

l `
m

ne
m

ot
ec

lm
ic

s'
. T

he
 c

la
ss

ic
al

 s
ou

rc
es

se
em

 to
 b

e 
de

sc
ri

bi
ng

 in
ne

r 
te

ch
ni

qu
es

 w
hi

ch
 d

ep
en

d 
on

 v
is

ua
l

im
pr

es
si

on
s 

of
 a

lm
os

t i
nc

re
di

bl
e 

in
te

ns
ity

. C
ic

er
o 

em
ph

as
is

es
 th

at
Si

m
on

id
es

' i
nv

en
tio

n 
of

 th
e 

ar
t o

f 
m

em
or

y 
re

st
ed

, n
ot

 o
nl

y 
on

 h
is

di
sc

ov
er

y 
of

 th
e 

im
po

rt
an

ce
 o

f 
or

de
r 

fo
r 

m
em

or
y,

 b
ut

 a
ls

o 
on

 th
e

di
sc

ov
er

y 
th

at
 th

e 
se

ns
e 

of
 s

ig
ht

 is
 th

e 
st

ro
ng

es
t o

f 
al

l t
he

 s
en

se
s.

It
 h

as
 b

ee
n 

sa
ga

ci
ou

sl
y 

di
sc

er
ne

d 
by

 S
im

on
id

es
 o

r 
el

se
 d

is
co

ve
re

d
by

 s
om

e 
ot

he
r 

pe
rs

on
, t

ha
t t

he
 m

os
t c

om
pl

et
e 

pi
ct

ur
es

 a
re

 f
or

m
ed

in
 o

ur
 m

in
ds

 o
f 

th
e 

th
in

gs
 th

at
 h

av
e 

be
en

 c
on

ve
ye

d 
to

 th
em

 a
nd

im
pr

in
te

d 
on

 th
em

 b
y 

th
e 

se
ns

es
, b

ut
 th

at
 th

e 
ke

en
es

t o
f 

al
l o

ur
se

ns
es

 is
 th

e 
se

ns
e 

of
 s

ig
ht

, a
nd

 th
at

 c
on

se
qu

en
tly

 p
er

ce
pt

io
ns

re
ce

iv
ed

 b
y 

th
e 

ea
rs

 o
r 

by
 r

ef
le

zi
on

 c
an

 b
e 

m
os

t e
as

ily
 r

et
ai

ne
d 

if
th

ey
 a

re
 a

ls
o 

co
nv

ey
ed

 to
 o

ur
 m

in
ds

 b
y 

th
e 

m
ed

ia
tio

n 
of

 th
e 

ey
es

.4

T
he

 w
or

d 
`m

ne
m

ot
ec

im
ic

s'
 h

ar
dl

y 
co

nv
ey

s 
w

ha
t t

he
 a

rt
if

ic
ia

l
m

em
or

y 
of

 C
ic

er
o 

m
ay

 h
av

e 
be

en
 li

ke
, a

s 
it 

m
ov

ed
 a

m
on

g 
th

e
bu

ild
in

gs
 o

f 
an

ci
en

t R
om

e,
 s

ee
in

g 
th

e 
pl

ac
es

, s
ee

in
g 

th
e 

im
ag

es
st

or
ed

 o
n 

th
e 

pl
ac

es
, w

ith
 a

 p
ie

rc
in

g 
in

ne
r 

vi
si

on
 w

hi
ch

 im
m

ed
i-

at
el

y 
br

ou
gh

t t
o 

hi
s 

lip
s 

th
e 

th
ou

gh
ts

 a
nd

 w
or

ds
 o

f 
hi

s 
sp

ee
ch

. I
pr

ef
er

 to
 u

se
 th

e 
ex

pr
es

si
on

 'a
rt

 o
f 

m
em

or
y'

 f
or

 th
is

 p
ro

ce
ss

.
W

e 
m

od
er

ns
 w

ho
 h

av
e 

no
 m

em
or

ie
s 

at
 a

ll 
m

ay
, l

ik
e 

th
e 

pr
o-

fe
ss

or
, e

m
pl

oy
 f

ro
m

 ti
m

e 
to

 ti
m

e 
so

m
e 

pr
iv

at
e 

m
ne

m
ot

ec
hn

ic
 n

ot
of

 v
ita

l i
m

po
rt

an
ce

 to
 u

s 
in

 o
ur

 li
ve

s 
an

d 
pr

of
es

si
on

s.
 B

ut
 in

 th
e

an
ci

en
t w

or
ld

, d
ev

oi
d 

of
 p

ri
nt

in
g,

 w
ith

ou
t p

ap
er

 f
or

 n
ot

e-
ta

ki
ng

or
 o

n 
w

hi
ch

 to
 ty

pe
 le

ct
ur

es
, t

he
 tr

ai
ne

d 
m

em
or

y 
w

as
 o

f 
vi

ta
l

im
po

rt
an

ce
. A

nd
 th

e 
an

ci
en

t m
em

or
ie

s 
w

er
e 

tr
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 d
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 m
ak

es
 th

is
 v

er
y

m
ys

te
ri

ou
s 

su
bj

ec
t s

ee
m

 s
im

pl
er

 th
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 b
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e 
un

in
fo

rm
at

iv
e 

A
d 

H
er

en
ni

um
. T

he
 b
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, d
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, m
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 c
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 o
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 c
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, m
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re
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 m
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ra
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, b
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 b
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 b
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 c
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l m
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 o
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m
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 r
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 f
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at
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 r
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, f
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 b
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at
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 r
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 o
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e 

ar
t o

f
m

em
or

y 
in

 th
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 b
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l p
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 b
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e 
by

no
 m

ea
ns

 e
as

y 
ta

sk
 o

f 
tr

yi
ng

 to
 u

nd
er

st
an

d 
th
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 b
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at

 th
e

rh
et

or
ic

 te
ac

he
r 

is
 n

ot
 a

dd
re

ss
in

g 
us

; h
e 

is
 n

ot
 s

et
tin

g 
ou

t t
o

ex
pl

ai
n 

to
 p

eo
pl

e 
w

ho
 k

no
w

 n
ot

hi
ng

 a
bo

ut
 it

 w
ha

t t
he

 a
rt

if
ic

ia
l

m
em

or
y 

w
as

. H
e 

is
 a

dd
re

ss
in

g 
hi

s 
rh

et
or

ic
 s

tu
de

nt
s 

as
 th

ey
co

ng
re

ga
te

d 
ar

ou
nd

 h
im

 c
ir

ca
 8

6-
82

 B
.c

., 
an

d 
th

ey
 k

ne
w

 w
ha

t h
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at
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m
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e 

br
is

k 
st

yl
e 

of
 th

e 
au

th
or

,
bu

t w
ith

 p
au

se
s 

fo
r 

re
fl

ec
tio

n 
ab

ou
t w

ha
t h

e 
is

 te
lli

ng
 u

s.

T
he

 a
rt

if
ic

ia
l m

em
or

y 
is

 e
st

ab
lis

he
d 

fr
om

 p
la

ce
s 

an
d 

im
ag

es
(C

on
st

at
 ig

itu
r 

ar
tif

ic
io

sa
 m

em
or

ia
 e

x 
lo

ci
s 

et
 im

ag
in

ib
us

),
 th

e 
st

oc
k

de
fi

ni
tio

n 
to

 b
e 

fo
re

ve
r 

re
pe

at
ed

 d
ow

n 
th

e 
ag

es
. A

 lo
cu

s 
is

 a
 p

la
ce

ea
si

ly
 g

ra
sp

ed
 b

y 
th

e 
m

em
or

y,
 s

uc
h 

as
 a

 h
ou

se
, a

n 
in

te
rc

ol
um

na
r

sp
ac

e,
 a

 c
or

ne
r,

 a
n 

ar
ch

, o
r 

th
e 

lik
e.

 I
m

ag
es

 a
re

 f
or

m
s,

 m
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 r
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 p
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t b
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m
id

dl
e.

 S
o

w
ith

 m
em

or
y 

lo
ci

. '
If

 th
es

e 
ha

ve
 b

ee
n 

ar
ra

ng
ed

 in
 o

rd
er

, t
he

 r
es

ul
t

w
ill

 b
e 

th
at

, r
em

in
de

d 
by

 th
e 

im
ag

es
, w

e 
ca

n 
re

pe
at

 o
ra

lly
 w

ha
t w

e
ha

ve
 c

om
m

itt
ed

 to
 th

e 
lo

ci
, p

ro
ce

ed
in

g 
in

 e
ith

er
 d

ir
ec

tio
n 

fr
om

 a
ny

lo
cu

s 
w

e 
pl

ea
se

.'
T

he
 f

or
m

at
io

n 
of

 th
e 

lo
ci

 is
 o

f 
th

e 
gr

ea
te

st
 im

po
rt

an
ce

, f
or

 th
e

sa
m

e 
se

t o
f 

lo
ci

 c
an

 b
e 

us
ed

 a
ga

in
 a

nd
 a

ga
in

 f
or

 r
em

em
be

ri
ng

di
ff

er
en

t m
at

er
ia

l. 
T

he
 im

ag
es

 w
hi

ch
 w

e 
ha

ve
 p

la
ce

d 
on

 th
em

 f
or

re
m

em
be

ri
ng

 o
ne

 s
et

 o
f 

th
in

gs
 f

ad
e 

an
d 

ar
e 

ef
fa

ce
d 

w
he

n 
w

e 
m

ak
e

no
 f

ur
th

er
 u

se
 o

f 
th

em
. B

ut
 th

e 
lo

ci
 r

em
ai

n 
in

 th
e 

m
em

or
y 

an
d

ca
n 

be
 u

se
d 

ag
ai

n 
by

 p
la

ci
ng

 a
no

th
er

 s
et

 o
f 

im
ag

es
 f

or
 a

no
th

er
 s

et
of

 m
at

er
ia

l. 
T

he
 lo

ci
 a

re
 li

ke
 th

e 
w

ax
 ta

bl
et

s 
w

hi
ch

 r
em

ai
n 

w
he

n
w

ha
t i

s 
w

ri
tte

n 
on

 th
em

 h
as

 b
ee

n 
ef

fa
ce

d 
an

d 
ar

e 
re

ad
y 

to
 b

e
w

ri
tte

n 
on

 a
ga

in
.

In
 o

rd
er

 to
 m

ak
e 

su
re

 th
at

 w
e 

do
 n

ot
 e

rr
 in

 r
em

em
be

ri
ng

 th
e

or
de

r 
of

 th
e 

lo
ci

 it
 is

 u
se

fu
l t

o 
gi

ve
 e

ac
h 

fi
ft

h 
lo

cu
s 

so
m

e 
di

st
in

gu
is

h-
in

g 
m

ar
k.

 W
e 

m
ay

 f
or

 e
xa

m
pl

e 
m

ar
k 

th
e 

fi
ft

h 
lo

cu
s 

w
ith

 a
 g

ol
de

n
ha

nd
, a

nd
 p

la
ce

 in
 th

e 
te

nt
h 

th
e 

im
ag

e 
of

 s
om

e 
ac

qu
ai

nt
an

ce
 w

ho
se

na
m

e 
is

 D
ec

im
us

. W
e 

ca
n 

th
en

 g
o 

on
 to

 s
ta

tio
n 

ot
he

r 
m

ar
ks

 o
n

ea
ch

 s
uc

ce
ed

in
g 

fi
ft

h 
lo

cu
s.

It
 is

 b
et

te
r 

to
 f

or
m

 o
ne

's
 m

em
or

y 
lo

ci
 in

 a
 d

es
er

te
d 

an
d 

so
lit

ar
y

pl
ac

e 
fo

r 
cr

ow
ds

 o
f 

pa
ss

in
g 

pe
op

le
 te

nd
 to

 w
ea

ke
n 

th
e 

im
pr

es
si

on
s.

T
he

re
fo

re
 th

e 
st

ud
en

t i
nt

en
t o

n 
ac

qu
ir

in
g 

a 
sh

ar
p 

an
d 

w
el

l-
de

fi
ne

d 
se

t o
f 

lo
ci

 w
ill

 c
ho

os
e 

an
 u

nf
re

qu
en

te
d 

bu
ild

in
g 

in
 w

hi
ch

 to
m

em
or

is
e 

pl
ac

es
.

M
em

or
y 

lo
ci

 s
ho

ul
d 

no
t b

e 
to

o 
m

uc
h 

lik
e 

on
e 

an
ot

he
r,

 f
or

in
st

an
ce

 to
o 

m
an

y 
in

te
rc

ol
um

na
r 

sp
ac

es
 a

re
 n

ot
 g

oo
d,

 f
or

 th
ei

r
re

se
m

bl
an

ce
 to

 o
ne

 a
no

th
er

 w
ill

 b
e 

co
nf

us
in

g.
 T

he
y 

sh
ou

ld
 b

e 
of

m
od

er
at

e 
si

ze
, n

ot
 to

o 
la

rg
e 

fo
r 

th
is

 r
en

de
rs

 th
e 

im
ag

es
 p

la
ce

d
7
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F 
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E
M

O
R

Y

on
 th

em
 v

ag
ue

, a
nd

 n
ot

 to
o 

sm
al

l f
or

 th
en

 a
n 

ar
ra

ng
em

en
t o

f
im

ag
es

 w
ill

 b
e 

ov
er

cr
ow

de
d.

 T
he

y 
m

us
t n

ot
 b

e 
to

o 
br

ig
ht

ly
lig

ht
ed

 f
or

 th
en

 th
e 

im
ag

es
 p

la
ce

d 
on

 th
em

 w
ill

 g
lit

te
r 

an
d 

da
zz

le
;

no
r 

m
us

t t
he

y 
be

 to
o 

da
rk

 o
r 

th
e 

sh
ad

ow
s 

w
ill

 o
bs

cu
re

 th
e 

im
ag

es
.

T
he

 in
te

rv
al

s 
be

tw
ee

n 
th

e 
lo

ci
 s

ho
ul

d 
be

 o
f 

m
od

er
at

e 
ex

te
nt

,
pe

rh
ap

s 
ab

ou
t t

hi
rt

y 
fe

et
, T

or
 li

ke
 th

e 
ex

te
rn

al
 e

ye
, s

o 
th

e 
in

ne
r

ey
e 

of
 th

ou
gh

t i
s 

le
ss

 p
ow

er
fu

l w
he

n 
yo

u 
ha

ve
 m

ov
ed

 th
e 

ob
je

ct
of

 s
ig

ht
 to

o 
ne

ar
 o

r 
to

o 
fa

r 
aw

ay
'.

A
 p

er
so

n 
w

ith
 a

 r
el

at
iv

el
y 

la
rg

e 
ex

pe
ri

en
ce

 c
an

 e
as

ily
 e

qu
ip

hi
m

se
lf

 w
ith

 a
s 

m
an

y 
su

ita
bl

e 
lo

ci
 a

s 
he

 p
le

as
es

, a
nd

 e
ve

n 
a 

pe
rs

on
w

ho
 th

in
ks

 th
at

 h
e 

do
es

 n
ot

 p
os

se
ss

 e
no

ug
h 

su
ff

ic
ie

nt
ly

 g
oo

d 
lo

ci
ca

n 
re

m
ed

y 
th

is
. '

Fo
r 

th
ou

gh
t c

an
 e

m
br

ac
e 

an
y 

re
gi

on
 w

ha
ts

oe
ve

r
an

d 
in

 it
 a

nd
 a

t w
ill

 c
on

st
ru

ct
 th

e 
se

tti
ng

 o
f 

so
m

e 
lo

cu
s.

' (
T

ha
t

is
to

 s
ay

, m
ne

m
on

ic
s 

ca
n 

us
e 

w
ha

t w
er

e 
af

te
rw

ar
ds

 c
al

le
d

'fi
ct

iti
ou

s 
pl

ac
es

', 
in

 c
on

tr
as

t t
o 

th
e 

're
al

 p
la

ce
s'

 o
f 

th
e 

or
di

na
ry

m
et

ho
d.

)
Pa

us
in

g 
fo

r 
re

fl
ec

tio
n 

at
 th

e 
en

d 
of

 r
ul

es
 f

or
 p

la
ce

s 
I 

w
ou

ld
 s

ay
th

at
 w

ha
t s

tr
ik

es
 m

e 
m

os
t a

bo
ut

 th
em

 is
 th

e 
as

to
ni

sh
in

g 
vi

su
al

pr
ec

is
io

n 
w

hi
ch

 th
ey

 im
pl

y.
 I

n 
a 

cl
as

si
ca

lly
 tr

ai
ne

d 
m

em
or

y 
th

e
sp

ac
e 

be
tw

ee
n 

th
e 

lo
ci

 c
an

 b
e 

m
ea

su
re

d,
 th

e 
lig

ht
in

g 
of

 th
e 

lo
ci

is
 a

llo
w

ed
 f

or
. A

nd
 th

e 
ru

le
s 

su
m

m
on

 u
p 

a 
vi

si
on

 o
f 

a 
fo

rg
ot

te
n

so
ci

al
 h

ab
it.

 W
ho

 is
 th

at
 m

an
 m

ov
in

g 
sl

ow
ly

 in
 th

e 
lo

ne
ly

 b
ui

ld
in

g,
st

op
pi

ng
 a

t i
nt

er
va

ls
 w

ith
 a

n 
in

te
nt

 f
ac

e 
? 

H
e 

is
 a

 r
he

to
ri

c 
st

ud
en

t
fo

rm
in

g 
a 

se
t o

f 
m

em
or

y 
lo

ci
.

'E
no

ug
h 

ha
s 

be
en

 s
ai

d 
of

 p
la

ce
s'

, c
on

tin
ue

s 
th

e 
au

th
or

 o
f 

A
d

H
er

en
ni

um
, '

no
w

 w
e 

tu
rn

 to
 th

e 
th

eo
ry

 o
f 

im
ag

es
.' 

R
ul

es
 f

or
im

ag
es

 n
ow

 b
eg

in
, t

he
 f

ir
st

 o
f 

w
hi

ch
 is

 th
at

 th
er

e 
ar

e 
tw

o 
ki

nd
s 

of
im

ag
es

, o
ne

 f
or

 't
hi

ng
s'

 (
re

s)
, t

he
 o

th
er

 f
or

 'w
or

ds
' (

ve
rb

a)
. T

ha
t

is
 to

 s
ay

 'm
em

or
y 

fo
r 

th
in

gs
' m

ak
es

 im
ag

es
 to

 r
em

in
d 

of
 a

n 
ar

gu
-

m
en

t, 
a 

no
tio

n,
 o

r 
a 

'th
in

g'
; b

ut
 'm

em
or

y 
fo

r 
w

or
ds

' h
as

 to
 f

in
d

im
ag

es
 to

 r
em

in
d 

of
 e

ve
ry

 s
in

gl
e 

w
or

d.
I 

in
te

rr
ru

pt
 th

e 
co

nc
is

e 
au

th
or

 h
er

e 
fo

r 
a 

m
om

en
t i

n 
or

de
r 

to
re

m
in

d 
th

e 
re

ad
er

 th
at

 f
or

 th
e 

rh
et

or
ic

 s
tu

de
nt

 't
hi

ng
s'

 a
nd

 'w
or

ds
'

w
ou

ld
 h

av
e 

an
 a

bs
ol

ut
el

y 
pr

ec
is

e 
m

ea
hi

ng
 in

 r
el

at
io

n 
to

 th
e 

fi
ve

pa
rt

s 
of

 th
e 

rh
et

or
ic

. T
ho

se
 f

iv
e 

pa
rt

s 
ar

e 
de

fi
ne

d 
by

 C
ic

er
o 

as
fo

llo
w

s.
:

In
ve

nt
io

n 
is

 th
e 

ex
co

gi
ta

tio
n 

of
 tr

ue
 th

in
gs

 (
re

s)
, o

r 
th

in
gs

 s
im

ila
r

to
 tr

ut
h 

to
 r

en
de

r 
on

e'
s 

ca
us

e 
pl

au
si

bl
e;

 d
is

po
si

tio
n 

is
 th

e 
ar

ra
ng

e-
m

en
t i

n 
or

de
r 

of
 th

e 
th

in
gs

 th
us

 d
is

co
ve

re
d;

 e
lo

cu
tio

n 
is

 th
e

ac
co

m
od

at
io

n 
of

 s
ui

ta
bl

e 
w

or
ds

 to
 th

e 
in

ve
nt

ed
 (

th
in

gs
);

 m
em

or
y
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E
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O
R

Y

is
 th

e 
fi

rm
 p

er
ce

pt
io

n 
in

 th
e 

so
ul

 o
f 

th
in

gs
 a

nd
 w

or
ds

; p
ro

nu
nc

ia
-

tio
n 

is
 th

e 
m

od
er

at
in

g 
of

 th
e 

vo
ic

e 
an

d 
bo

dy
 to

 s
ui

t t
he

 d
ig

ni
ty

 o
f

th
e 

th
in

gs
 a

nd
 w

or
ds

.'

'T
hi

ng
s'

 a
re

 th
us

 th
e 

su
bj

ec
t m

at
te

r 
of

 th
e 

sp
ee

ch
; '

w
or

ds
' a

re
 th

e
la

ng
ua

ge
 in

 w
hi

ch
 th

at
 s

ub
je

ct
 m

at
te

r 
is

 c
lo

th
ed

. A
re

yo
u 

ai
m

in
g 

at
an

 a
rt

if
ic

ia
l m

em
or

y 
to

 r
em

in
d 

yo
u 

on
ly

 o
f 

th
e 

or
de

r 
of

 th
e 

no
tio

ns
,

ar
gu

m
en

ts
, '

th
in

gs
' o

f 
yo

ur
 s

pe
ec

h 
? 

O
r 

do
 y

ou
 a

im
 a

t m
em

or
is

in
g

ev
er

y 
si

ng
le

 w
or

d 
in

 it
 in

 th
e 

ri
gh

t o
rd

er
 ?

 T
he

 f
ir

st
 k

in
d 

of
 a

rt
if

ic
ia

l
m

em
or

y 
is

 m
em

or
ia

 r
er

um
; t

he
 s

ec
on

d 
ki

nd
 is

 m
em

or
ia

 v
er

bo
ru

m
.

T
he

 id
ea

l, 
as

 d
ef

in
ed

 b
y 

C
ic

er
o 

in
 th

e 
ab

ov
e

pa
ss

ag
e,

 w
ou

ld
 b

e 
to

ha
ve

 a
 'f

ir
m

 p
er

ce
pt

io
n 

in
 th

e 
so

ul
' o

f 
bo

th
 th

in
gs

 a
nd

 w
or

ds
.

B
ut

 'm
em

or
y 

fo
r 

w
or

ds
' i

s 
m

uc
h 

ha
rd

er
 th

an
 'm

em
or

y 
fo

r 
th

in
gs

';
th

e 
w

ea
ke

r 
br

et
hr

en
 a

m
on

g 
th

e 
au

th
or

 o
f 

A
d 

H
er

en
ni

um
's

 r
he

to
ri

c
st

ud
en

ts
 e

vi
de

nt
ly

 r
at

he
r 

jib
be

d 
at

 m
em

or
is

in
g

an
 im

ag
e 

fo
r 

ev
er

y
si

ng
le

 w
or

d,
 a

nd
 e

ve
n 

C
ic

er
o 

hi
m

se
lf

,
as

 w
e 

sh
al

l s
ee

 la
te

r,
al

lo
w

ed
 th

at
 'm

em
or

y 
fo

r 
th

in
gs

' w
as

 e
no

ug
h.

T
o 

re
tu

rn
 to

 th
e 

ru
le

s 
fo

r 
im

ag
es

. W
e 

ha
ve

 a
lr

ea
dy

 b
ee

n 
gi

ve
n

th
e 

ru
le

s 
fo

r 
pl

ac
es

, w
ha

t k
in

d 
of

 p
la

ce
s 

to
 c

ho
os

e 
fo

r 
m

em
or

is
in

g.
W

ha
t a

re
 th

e 
ru

le
s 

ab
ou

t w
ha

t k
in

d 
of

 im
ag

es
 to

 c
ho

os
e 

fo
r m

em
o-

ri
si

ng
 o

n 
th

e 
pl

ac
es

 ?
 W

e 
no

w
 c

om
e 

to
 o

ne
 o

f 
th

e 
m

os
t c

ur
io

us
 a

nd
su

rp
ri

si
ng

 p
as

sa
ge

s 
in

 th
e 

tr
ea

tis
e,

 n
am

el
y 

th
e 

ps
yc

ho
lo

gi
ca

l
re

as
on

s 
w

hi
ch

 th
e 

au
th

or
 g

iv
es

 f
or

 th
e 

ch
oi

ce
 o

f 
m

ne
m

on
ic

 im
ag

es
.

W
hy

 is
 it

, h
e 

as
ks

, t
ha

t s
om

e 
im

ag
es

 a
re

 s
o 

st
ro

ng
 a

nd
 s

ha
rp

 a
nd

so
su

ita
bl

e 
fo

r 
aw

ak
en

in
g 

m
em

or
y,

 w
hi

ls
t o

th
er

s
ar

e 
so

 w
ea

k 
an

d
fe

eb
le

 th
at

 th
ey

 h
ar

dl
y 

st
im

ul
at

e 
m

em
or

y 
at

 a
ll 

? 
W

e 
m

us
t e

nq
ui

re
in

to
 th

is
 s

o 
as

 to
 k

no
w

 w
hi

ch
 im

ag
es

 to
 a

vo
id

 a
nd

 w
hi

ch
 to

 s
ee

k.

N
ow

 n
at

ur
e 

he
rs

el
f 

te
ac

he
s 

us
 w

ha
t w

e 
sh

ou
ld

 d
o.

 W
he

n 
w

e 
se

e 
in

ev
er

y 
da

y 
lif

e 
th

in
gs

 th
at

 a
re

 p
et

ty
, o

rd
in

ar
y,

 a
nd

 b
an

al
, w

e
ge

ne
ra

lly
 f

ai
l t

o 
re

m
em

be
r 

th
em

, b
ec

au
se

 th
e 

m
in

d 
is

 n
ot

 b
ei

ng
st

ir
re

d 
by

 a
ny

th
in

g 
no

ve
l o

r 
m

ar
ve

llo
us

. B
ut

 if
 w

e 
se

e
or

 h
ea

r
so

m
et

hi
ng

 e
xc

ep
tio

na
lly

 b
as

e,
 d

is
ho

no
ur

ab
le

, u
nu

su
al

, g
re

at
,

un
-

be
lie

va
bl

e,
 o

r 
ri

di
cu

lo
us

, t
ha

t w
e 

ar
e 

lik
el

y 
to

 r
em

em
be

r 
fo

r 
a 

lo
ng

tim
e.

 A
cc

or
di

ng
ly

, t
hi

ng
s 

im
m

ed
ia

te
 to

 o
ur

 e
ye

 o
r 

ea
r 

w
e 

co
m

m
on

ly
fo

rg
et

; i
nc

id
en

ts
 o

f 
ou

r 
ch

ild
ho

od
 w

e 
of

te
n 

re
m

em
be

r 
be

st
. N

or
co

ul
d 

th
is

 b
e 

so
 f

or
 a

ny
 o

th
er

 r
ea

so
n 

th
an

 th
at

 o
rd

in
ar

y 
th

in
gs

ea
si

ly
 s

lip
 f

ro
m

 th
e 

m
em

or
y 

w
hi

le
 th

e 
st

ri
ki

ng
 a

nd
 th

e 
no

ve
l s

ta
y

lo
ng

er
 in

 th
e 

m
in

d.
 A

 s
un

ri
se

, t
he

 s
un

's
 c

ou
rs

e,
 a

 s
un

se
t

ar
e

7 
D

c 
in

ve
nt

io
ne

, I
, v

ii,
 9

 (
tr

an
sl

at
io

n 
ba

se
d 

on
 th

at
 b

y 
H

. M
. H

ub
be

ll
in

 th
e 

L
oe

b 
ed

iti
on

, b
ut

 m
ad

e 
m

or
e 

lit
er

al
 in

 r
ep

rO
du

ci
ng

 th
e 

te
ch

ni
ca

l
te

rm
s 

re
s 

an
d 

ve
rb

a)
.

9
14

.6



T
H

R
E

E
 L

A
T

IN
 S

O
U

R
C

E
S 

FO
R

 T
H

E
 C

L
A

SS
IC

A
L

 A
R

T
 O

F 
M

E
M

O
R

Y

m
ar

ve
llo

us
 to

 n
o 

on
e 

be
ca

us
e 

th
ey

 o
cc

ur
 d

ai
ly

. B
ut

 s
ol

ar
 e

cl
ip

se
s

ar
e 

a 
so

ur
ce

 o
f 

w
on

de
r 

be
ca

us
e 

th
ey

 o
cc

ur
 s

el
do

m
, a

nd
 in

de
ed

 a
re

m
or

e 
m

ar
ve

llo
us

 th
an

 lu
na

r 
ec

lip
se

s,
 b

ec
au

se
 th

es
e 

ar
e 

m
or

e 
fr

e-
qu

en
t. 

T
hu

s 
na

tu
re

 s
ho

w
s 

th
at

 s
he

 is
 n

ot
 a

ro
us

ed
 b

y 
th

e 
co

m
m

on
or

di
na

ry
 e

ve
nt

, b
ut

 is
 m

ov
ed

 b
y 

a 
ne

w
 o

r 
st

ri
ki

ng
oc

cu
rr

en
ce

. L
et

ar
t, 

th
en

, i
m

ita
te

 n
at

ur
e,

 f
in

d 
w

ha
t s

he
 d

es
ir

es
, a

nd
 f

ol
lo

w
 a

s 
sh

e
di

re
ct

s.
 F

or
 in

 in
ve

nt
io

n 
na

tu
re

 is
 n

ev
er

 la
st

, e
du

ca
tio

n
ne

ve
r 

fi
rs

t;
ra

th
er

 th
e 

be
gi

nn
in

gs
 o

f 
th

in
gs

 a
ri

se
 f

ro
m

 n
at

ur
al

 ta
le

nt
, a

nd
 th

e
en

ds
 a

re
 r

ea
ch

ed
 b

y 
di

sc
ip

lin
e.

W
e 

ou
gh

t, 
th

en
, t

o 
se

t u
p 

im
ag

es
 o

f 
a 

ki
nd

 th
at

 c
an

 a
dh

er
e 

lo
n-

ge
st

 in
 m

em
or

y.
 A

nd
 w

e 
sh

al
l d

o 
so

 if
 w

e 
es

ta
bl

is
h 

si
m

ili
tu

de
s 

as
st

ri
ki

ng
 a

s 
po

ss
ib

le
; i

f 
w

e 
se

t u
p 

im
ag

es
 th

at
 a

re
 n

ot
 m

an
y

or
 v

ag
ue

bu
t a

ct
iv

e 
(i

m
ag

in
es

 a
ge

nt
es

);
 if

 w
e 

as
si

gn
 to

 th
em

 e
xc

ep
tio

na
l

be
au

ty
 o

r 
si

ng
ul

ar
 u

gl
in

es
s;

 if
 w

e 
or

na
m

en
t s

om
e 

of
 th

em
, a

s 
w

ith
cr

ow
ns

 o
r 

pu
rp

le
 c

lo
ak

s,
 s

o 
th

at
 th

e 
si

m
ili

tu
de

 m
ay

 b
e 

m
or

e 
di

s-
tin

ct
 to

 u
s;

 o
r 

if
 w

e 
so

m
eh

ow
 d

is
fi

gu
re

 th
em

, a
s 

by
 in

tr
od

uc
in

g
on

e
st

ai
ne

d 
w

ith
 b

lo
od

 o
r 

so
ile

d 
w

ith
 m

ud
 o

r 
sm

ea
re

d 
w

ith
 r

ed
 p

ai
nt

,
so

 th
at

 it
s 

fo
rm

 is
 m

or
e 

st
ri

ki
ng

, o
r 

by
 a

ss
ig

ni
ng

 c
er

ta
in

 c
om

ic
ef

fe
ct

s 
to

 o
ur

 im
ag

es
, f

or
 th

at
, t

oo
, w

ill
 e

ns
ur

e 
ou

r 
re

m
em

be
ri

ng
th

em
 m

or
e 

re
ad

ily
. T

he
 th

in
gs

 w
e 

ea
si

ly
 r

em
em

be
r 

w
he

n 
th

ey
 a

re
re

al
 w

e 
lik

ew
is

e 
re

m
em

be
r 

w
ith

ou
t d

if
fi

cu
lty

 w
he

n 
th

ey
 a

re
 f

ig
-

m
en

ts
. B

ut
 th

is
 w

ill
 b

e 
es

se
nt

ia
la

ga
in

 a
nd

 a
ga

in
 to

 r
un

 o
ve

r
ra

pi
dl

y 
in

 th
e 

m
in

d 
al

l t
he

 o
ri

gi
na

l p
la

ce
s 

in
 o

rd
er

 to
 r

ef
re

sh
 th

e
im

ag
es

.°

O
ur

 a
ut

ho
r 

ha
s 

cl
ea

rl
y 

go
t h

ol
d 

of
 th

e 
id

ea
 o

f 
he

lp
in

g
m

em
or

y 
by

ar
ou

si
ng

 e
m

ot
io

na
l a

ff
ec

ts
 th

ro
ug

h 
th

es
e 

st
ri

ki
ng

 a
nd

 u
nu

su
al

im
ag

es
, b

ea
ut

if
ul

 o
r 

hi
de

ou
s,

 c
om

ic
 o

r 
ob

sc
en

e.
 A

nd
 it

 is
 c

le
ar

 th
at

he
 is

 th
in

ki
ng

 o
f 

hu
m

an
 im

ag
es

, o
f 

hu
m

an
 f

ig
ur

es
 w

ea
ri

ng
cr

ow
ns

or
 p

ur
pl

e 
cl

oa
ks

, b
lo

od
st

ai
ne

d 
or

 s
m

ea
re

d 
w

ith
 p

ai
nt

, o
f 

hu
m

an
fi

gu
re

s 
dr

am
at

ic
al

ly
 e

ng
ag

ed
 in

 s
om

e 
ac

tiv
ity

do
in

g 
so

m
et

hi
ng

.
W

e 
fe

el
 th

at
 w

e 
ha

ve
 m

ov
ed

 in
to

 a
n 

ex
tr

ao
rd

in
ar

y 
w

or
ld

 a
s

w
e 

ru
n

ov
er

 h
is

 p
la

ce
s 

w
ith

 th
e 

rh
et

or
ic

 s
tu

de
nt

, i
m

ag
in

in
g 

on
 th

e 
pl

ac
es

su
ch

 v
er

y 
pe

cu
lia

r 
im

ag
es

. Q
ui

nt
ili

an
's

 a
nc

ho
r 

an
d 

w
ea

po
n

as
m

em
or

y 
im

ag
es

, t
ho

ug
h 

m
uc

h 
le

ss
 e

xc
iti

ng
, a

re
 e

as
ie

r 
to

 u
nd

er
-

st
an

d 
th

an
 th

e 
w

ei
rd

ly
 p

op
ul

at
ed

 m
em

or
y 

to
 w

hi
ch

 th
e 

au
th

or
 o

f
A

d 
H

er
en

ni
um

 in
tr

od
uc

es
 u

s.
It

 is
 o

ne
 o

f 
th

e 
m

an
y 

di
ff

ic
ul

tie
s 

w
hi

ch
 c

on
fr

on
t t

he
 s

tu
de

nt
 o

f
th

e 
hi

st
or

y 
of

 th
e 

ar
t o

f 
m

em
or

y 
th

at
 a

n 
A

n 
m

em
or

at
iv

a 
tr

ea
tis

e,
th

ou
gh

 it
 w

ill
 a

lw
ay

s 
gi

ve
 th

e 
ru

le
s,

 r
ar

el
y 

gi
ve

s 
an

y 
co

nc
re

te

A
d 

H
er

en
ni

um
, I

II
, x

xi
i.

14
7

I0

T
H

R
E

E
 L

A
T

IN
 S

O
U

R
C

E
S 

FO
R

 T
H

E
 C

L
A

SS
IC

A
L

 A
R

T
 O

F
M

E
M

O
R

Y

ap
pl

ic
at

io
n 

of
 th

e 
ru

le
s,

 th
at

 is
 to

sa
y 

it 
ra

re
ly

 s
et

s 
ou

t a
 s

ys
te

m
 o

f
m

ne
m

on
ic

 im
ag

es
 o

n 
th

ei
r 

pl
ac

es
. T

hi
s 

tr
ad

iti
on

w
as

 s
ta

rt
ed

 b
y 

th
e

au
th

or
 o

f 
A

d 
H

er
en

ni
um

 h
im

se
lf

 w
ho

sa
ys

 th
at

 th
e 

du
ty

 o
f 

an
in

st
ru

ct
or

 in
 m

ne
m

on
ic

s 
is

 to
 te

ac
h 

th
e 

m
et

ho
d 

of
m

ak
in

g 
im

ag
es

,
gi

ve
 a

 f
ew

 e
xa

m
pl

es
, a

nd
 th

en
en

co
ur

ag
e 

th
e 

st
ud

en
t t

o 
fo

rm
 h

is
ow

n.
 W

he
n 

te
ac

hi
ng

 'i
nt

ro
du

ct
io

ns
', 

he
 s

ay
s,

 o
ne

 d
oe

s 
no

t d
ra

ft
a

th
ou

sa
nd

 s
et

 in
tr

od
uc

tio
ns

 a
nd

 g
iv

e 
th

em
to

 th
e 

st
ud

en
t t

o 
le

ar
n

by
 h

ea
rt

; o
ne

 te
ac

he
s 

hi
m

 th
e 

m
et

ho
d 

an
d 

th
en

 le
av

es
hi

m
 to

 h
is

ow
n 

in
ve

nt
iv

en
es

s.
 S

o 
al

so
 o

ne
 s

ho
ul

d 
do

 in
 te

ac
hi

ng
 m

ne
m

on
ic

im
ag

es
.9

 T
hi

s 
is

 a
n 

ad
m

ir
ab

le
 tu

to
ri

al
 p

ri
nc

ip
le

 th
ou

gh
on

e 
re

gr
et

s
th

at
 it

 p
re

ve
nt

s 
th

e 
au

th
or

 f
ro

m
 s

ho
w

in
g

us
 a

 w
ho

le
 s

et
 o

r 
ga

lle
ry

of
 s

tr
ik

in
g 

an
d 

un
us

ua
l i

m
ag

in
es

ag
en

te
s.

 W
e 

m
us

t b
e 

co
nt

en
t w

ith
th

e 
th

re
e 

sp
ec

im
en

s 
w

hi
ch

 h
e 

de
sc

ri
be

s.
T

he
 f

ir
st

 is
 a

n 
ex

am
pl

e 
of

a 
`m

em
or

y 
fo

r 
th

in
gs

' i
m

ag
e 

W
e 

ha
ve

to
 s

up
po

se
 th

at
 w

e 
ar

e 
th

e 
co

un
se

l f
or

 th
e 

de
fe

nc
e 

in
a 

la
w

 s
ui

t.
`T

he
 p

ro
se

cu
to

r 
ha

s 
sa

id
 th

at
 th

e 
de

fe
nd

an
t k

ill
ed

a 
m

an
 b

y 
po

is
on

,
ha

s 
ch

ar
ge

d 
th

at
 th

e 
m

ot
iv

e 
of

 th
e 

cr
im

e
w

as
 to

 g
ai

n 
an

 in
he

ri
ta

nc
e,

an
d 

de
cl

ar
ed

 th
at

 th
er

e 
ar

e
m

an
y 

w
itn

es
se

s 
an

d 
ac

ce
ss

or
ie

s 
to

 th
is

ac
t.'

 W
e 

ar
e 

fo
rm

in
g 

a 
m

em
or

y 
sy

st
em

 a
bo

ut
 th

e 
w

ho
le

ca
se

 a
nd

w
e 

sh
al

l w
is

h 
to

 p
ut

 in
 o

ur
 f

ir
st

 m
em

or
y 

lo
cu

s 
an

 im
ag

e 
to

 r
em

in
d

us
 o

f 
th

e 
ac

cu
sa

tio
n 

ag
ai

ns
t o

ur
 c

lie
nt

. T
hi

s 
is

 th
e 

im
ag

e.

W
e 

sh
al

l i
m

ag
in

e 
th

e 
m

an
 in

 q
ue

st
io

n
as

 ly
in

g 
ill

 in
 b

ed
, i

f 
w

e
kn

ow
 h

im
 p

er
so

na
lly

. I
f 

w
e 

do
 n

ot
 k

no
w

 h
im

,
w

e 
sh

al
l y

et
 ta

ke
so

m
e 

on
e 

to
 b

e 
ou

r 
in

va
lid

, b
ut

 n
ot

 a
 m

an
 o

f 
th

e 
lo

w
es

t c
la

ss
, s

o
th

at
 h

e 
m

ay
 c

om
e 

to
 m

in
d 

at
 o

nc
e.

 A
nd

w
e 

sh
al

l p
la

ce
 th

e 
de

fe
nd

an
t

at
 th

e 
be

ds
id

e,
 h

ol
di

ng
 in

 h
is

 r
ig

ht
 h

an
d 

a 
cu

p,
 in

 h
is

 le
ft

, t
ab

le
ts

,
an

d 
on

 th
e 

fo
ur

th
 f

in
ge

r,
 a

 r
am

's
 te

st
ic

le
s.

 I
n 

th
is

w
ay

 w
e 

ca
n 

ha
ve

in
 m

em
or

y 
th

e 
m

an
 w

ho
 w

as
 p

oi
so

ne
d,

 th
e 

w
itn

es
se

s,
 a

nd
 th

e
in

he
ri

ta
nc

e.
'°

T
he

 c
up

 w
ou

ld
 r

em
in

d 
of

 th
e 

po
is

on
in

g,
 th

e 
ta

bl
et

s,
 o

f 
th

e 
w

ill
or

th
e 

in
he

ri
ta

nc
e,

 a
nd

 th
e 

te
st

ic
le

s 
of

 th
e

ra
m

 th
ro

ug
h 

ve
rb

al
si

m
ila

ri
ty

 w
ith

 te
st

es
of

 th
e 

w
itn

es
se

s.
 T

he
 s

ic
k

m
an

 is
 to

 b
e 

lik
e

th
e 

m
an

 h
im

se
lf

, o
r 

lik
e 

so
m

eo
ne

 e
ls

e 
w

ho
m

w
e 

kn
ow

 (
th

ou
gh

 n
ot

on
e 

of
 th

e 
an

on
ym

ou
s 

lo
w

er
 c

la
ss

es
).

 I
n 

th
e 

fo
llo

w
in

g 
lo

ci
w

e

9 
Ib

id
., 

II
I,

 x
xi

ii,
 3

9.
10

 I
bi

d.
, I

II
, r

oc
, 3

3.
 O

n 
th

e 
tr

an
sl

at
io

n 
of

 m
ed

ic
o 

te
st

ic
ul

os
 a

ri
et

in
os

te
ne

nt
em

 a
s 

'o
n 

th
e 

fo
ur

th
 f

in
ge

r 
a 

ra
m

's
 te

st
ic

le
s'

, s
ee

 th
e 

tr
an

sl
at

or
's

no
te

, L
oe

b 
ed

iti
on

, p
. 2

14
. T

he
 d

ig
itu

s 
m

ed
ic

in
al

ii 
w

as
 th

e 
fo

ur
th

 f
in

ge
r

of
 th

e 
le

ft
 h

an
d.

 M
ed

ia
ev

al
 r

ea
de

rs
, u

na
bl

e 
to

 u
nd

er
st

an
d 

m
ed

ic
o,

in
tr

o-
du

ce
d 

a 
do

ct
or

 in
to

 th
e 

sc
en

e;
 s

ee
 b

el
ow

; p
. 6

5
II

14
8



APPENDIX E

14



15
0

D
em

ol
iti

on

T
he

 in
ta

ct
 f

ac
ad

e'
s 

no
w

 a
lm

os
t b

la
ck

in
 th

e 
ra

in
; a

ll 
da

y 
th

ey
'v

e 
to

rn
 a

t t
he

 b
ac

k
of

 th
e 

bu
ild

in
g,

 "
th

e 
ol

de
st

 c
on

cr
et

e 
st

ru
ct

ur
e

in
 N

ew
 E

ng
la

nd
,"

 th
e 

ne
w

sp
ap

er
 s

ai
d.

 B
y 

af
te

rn
oo

n,
w

he
n 

th
e 

ba
ck

ho
e 

cl
aw

 a
pp

ea
rs

 a
bo

ve
th

re
e 

st
or

ie
s 

of
 c

ol
um

ns
 a

nd
 c

or
ni

ce
s,

th
e 

cr
ow

d 
be

ne
at

h 
th

ei
r 

m
as

se
d 

um
br

el
la

s 
ch

ee
r.

Su
dd

en
ly

 th
e 

st
ai

rs
 s

ee
m

 to
 c

lim
b 

do
w

n 
th

em
se

lv
es

,
at

om
iz

ed
 p

la
st

er
 b

ill
ow

in
g:

 d
us

t o
f 

19
07

's
ro

om
in

g 
ho

us
e,

 th
is

 y
ea

r's
 b

ak
e 

sh
op

 a
nd

 f
lo

ri
st

's
,

th
e 

gh
os

ts
 o

f 
th

ei
r 

si
gn

s 
fa

in
t a

bo
ve

 th
e 

w
in

do
w

s
lin

ed
, l

as
t w

ee
k,

 w
ith

 lo
av

es
 a

nd
 b

lo
om

s.

W
e 

lo
ve

 d
is

as
te

rs
 th

at
 h

av
e 

no
th

in
g 

to
 d

o
w

ith
 u

s:
 th

e 
m

et
al

 s
co

op
 s

ee
m

s 
sh

y,
 te

nt
at

iv
e,

a 
Ja

pa
ne

se
 m

on
st

er
 ti

lti
ng

 it
s 

ye
llo

w
 h

ea
d

an
d 

co
ns

id
er

in
g 

w
ha

t t
o 

to
pp

le
 n

ex
t. 

It
's

 a
 w

ee
kd

ay
,

an
d 

th
os

e 
of

 u
s 

w
ith

 th
e 

le
is

ur
e 

to
 w

at
ch

ar
e 

ou
t o

f 
w

or
k,

 u
ne

m
pl

oy
ab

le
 o

r 
ac

ad
em

ic
s,

jo
in

ed
 b

y 
a 

th
ir

st
 f

or
 w

at
ch

in
g 

so
m

et
hi

ng
 f

al
l.

A
ll 

su
m

m
er

, a
t l

oo
se

 e
nd

s,
 I

'v
e 

re
ad

 b
io

gr
ap

hi
es

,
W

ild
e 

an
d 

R
ob

er
t L

ow
el

l, 
an

d 
fa

lle
n 

as
le

ep
ov

er
 a

 f
al

le
n 

he
ro

 lu
rc

hi
ng

 d
ow

n 
a 

Pa
ri

s 
bo

ul
ev

ar
d,

ta
lk

in
g 

hi
s 

w
ay

 to
 d

in
ne

r 
or

 a
 d

ri
nk

,
un

ab
le

 to
 f

or
ge

t t
he

 v
ai

n 
an

d 
st

up
id

 b
oy

15
1



LE
V

E
L 

/ A
C

T
IV

IT
Y

C
O

N
C

E
P

T

A
n 

ar
ch

ite
ct

ur
al

 s
tr

uc
tu

re
re

la
te

s 
to

 it
s 

en
vi

ro
nm

en
t. 

It
ca

n 
ei

th
er

 h
ar

m
on

iz
e 

w
ith

 it
s

su
rr

ou
nd

in
gs

or
 it

 c
an

 s
ta

nc
ao

ar
t.

W
ha

t i
s 

an
 e

nv
iro

nm
en

t?
 E

nv
iro

nm
en

t d
ea

ls
 w

ith
m

an
y 

th
in

gs
: n

at
ur

al
 to

po
gr

ap
hy

(la
nd

 fo
rm

at
io

ns
 a

nd
 c

on
to

ur
),

 lo
ca

l f
au

na
 a

nd
 fl

or
a,

 s
ur

ro
un

di
ng

bu
ild

in
g 

th
em

es
,

cl
im

at
e,

 la
nd

 u
se

 (
pa

rk
, i

nd
us

tr
ia

l, 
et

c.
).

 A
n 

ar
ch

ite
ct

 s
ho

ul
d

ne
ve

r 
ig

no
re

 th
e 

im
po

rt
an

t
en

vi
ro

nm
en

ta
l c

on
si

de
ra

tio
ns

 in
 p

la
nn

in
g

a 
st

ru
ct

ur
e.

P
R

O
D

U
C

T
IV

E
 T

H
IN

K
IN

G

D
iv

er
ge

nt
 (

V
er

ba
l):

 1
. H

ow
 m

an
y 

en
vi

ro
nm

en
ts

ca
n 

yo
u 

th
in

k 
of

? 
(M

ou
nt

ai
ns

,
pl

ai
ns

, c
iti

es
, s

ea
co

as
t, 

in
du

st
ria

l, 
pa

rk
, e

tc
.)

2.
 W

ha
t t

yp
e 

of
 b

ui
ld

in
g 

w
ou

ld
 b

e 
ap

pr
op

ria
te

 in
 e

ac
h 

of
 th

os
e 

se
tti

ng
s?

T
he

 u
ni

ty
 a

bu
ild

in
g 

ac
hi

ev
es

 w
ith

in
 it

s 
en

vi
ro

nm
en

t d
ep

en
ds

on
 h

ow
 w

el
l t

he
 s

tr
uc

tu
re

 "
fit

s 
in

" 
w

ith
its

 e
nv

iro
nm

en
t. 

F
or

 e
xa

m
pl

e,
 th

er
e 

w
ou

ld
 b

e 
lit

tle
 u

ni
ty

 b
et

w
ee

n
a 

lo
g 

ca
bi

n 
an

d 
a

se
tti

ng
 in

 N
ew

 Y
or

k 
C

ity
's

 M
an

ha
tta

n 
se

ct
io

n,
or

 a
 1

10
-s

to
ry

 s
ky

sc
ra

pe
r 

in
 Y

el
lo

w
st

on
e

N
at

io
na

l P
ar

k.

G
15

2
_J

A
IL

_
A

A
A

A
fti

f

15
3

_a
t

A
N

N
A

L



A
na

lo
gy

: C
re

at
e 

an
 a

na
lo

gy
 li

ke
 th

e 
on

es
 b

el
ow

.

Lo
g 

ca
bi

ns
 a

re
 to

 N
ew

 Y
or

k 
C

ity
 a

s 
sk

ys
cr

ap
er

s 
ar

e 
to

 Y
el

lo
w

st
on

e
N

at
io

na
l P

ar
k.

(I
na

pp
ro

pr
ia

te
)

T
re

e 
fr

og
s 

ar
e 

to
 h

ot
 d

es
er

ts
 a

s 
ho

rn
ed

 to
ad

s 
ar

e 
to

 th
e 

ra
in

 fo
re

st
s.

Ig
lo

os
 a

re
 to

 th
e 

eq
ua

to
r 

as
 g

ra
ss

 h
ut

s 
ar

e 
to

 th
e 

N
or

th
 P

ol
e.

V
io

lin
s 

ar
e 

to
 a

 r
oc

k 
ba

nd
 a

s 
el

ec
tr

ic
 g

ui
ta

rs
 a

re
 to

 a
 s

ym
ph

on
y 

or
ch

es
tr

a.

W
ha

t a
re

 th
e 

w
ay

s 
st

ru
ct

ur
es

 m
ay

 c
on

fli
ct

 w
ith

 th
ei

r 
en

vi
ro

nm
en

t?
(B

ui
ld

in
g 

m
at

er
ia

ls
,

fu
nc

tio
na

l d
es

ig
n,

 c
lim

at
e,

 to
po

gr
ap

hy
, e

xi
st

in
g 

th
em

es
, l

an
ds

ca
pe

.)

C
on

si
de

rin
g 

ar
ch

ite
ct

ur
e 

in
 r

el
at

io
ns

hi
p 

to
 it

s 
en

vi
ro

nm
en

t c
an

 c
re

at
e 

un
ity

a
co

nd
iti

on
of

 h
ar

m
on

y 
w

he
re

 d
es

ig
n 

co
rr

es
po

nd
s 

w
ith

 fu
nc

tio
n 

an
d 

fit
s 

w
ith

 it
s

su
rr

ou
nd

in
gs

. (
S

ee

fig
.

14
.1

.)
 B

ui
ld

in
gs

 w
hi

ch
 e

xp
re

ss
 u

ni
ty

 p
os

se
ss

 a
 c

oo
pe

ra
tiv

e 
sp

iri
t.

T
he

y 
fit

.

A
 s

am
pl

e 
an

al
og

y 
of

 th
in

gs
 th

at
 fi

t m
ig

ht
 b

e:

A
do

be
 is

 to
 a

 p
ue

bl
o 

dw
el

lin
g 

as
 p

ap
er

 is
 to

 a
 w

as
p 

ne
st

. (
T

he
 a

na
ly

si
s 

is
th

at
 b

ot
h 

ar
e

fu
nc

tio
na

l, 
bo

th
 u

se
 n

at
iv

e 
m

at
er

ia
ls

, a
nd

 b
ot

h 
ha

ve
 c

ol
or

s 
w

hi
ch

 m
er

ge
 th

em
w

ith

na
tu

re
.)

14
.1

.

S
U

G
G

E
S

T
E

D
- 

A
C

T
IV

IT
IE

S

D
iv

er
ge

nt
 (

V
er

ba
l):

 D
ra

w
 a

s 
m

an
y 

ha
rm

on
io

us
 h

ou
si

ng
 s

tr
uc

tu
re

s 
fr

om
 n

at
ur

e 
as

yo
u 

ca
n.

D
es

ig
n 

a 
st

ru
ct

ur
e 

to
 fi

t i
nt

o 
an

 e
nv

iro
nm

en
t f

or
 r

ea
l a

nd
 im

ag
in

ar
y 

an
im

al
s 

or
pe

op
le

.

(C
on

si
de

r 
m

at
er

ia
ls

, s
tr

uc
tu

re
, f

un
ct

io
n,

 c
lim

at
e,

 s
oc

ia
liz

at
io

n.
)

C
on

ve
rg

en
t: 

B
ui

ld
 s

ev
er

al
 m

od
el

s 
w

ith
 b

ox
es

 m
ad

e 
of

 fo
am

 c
or

e 
or

 c
on

st
ru

ct
io

n
bo

ar
d.

 A
 v

ar
ie

ty
 o

f f
or

m
s 

w
ill

 b
e 

ne
ed

ed
. (

S
ee

 fi
gs

. 1
4.

2 
th

ro
ug

h 
14

.7
.)

15
4

14
.2

.

T
ap

in
g 

ta
bs

P
-L

14
.3

.

14
.6

.
14

.7
.

F
ol

ds

14
.4

.
C

yl
in

de
rs

T
ap

in
g 

ta
bs

14
.5

.
S

in
gl

e 
fa

ce
d

co
rr

eg
at

ed
 b

oa
rd

15
5



S
U

G
G

E
S

T
E

D
 A

C
T

IV
IT

IE
S

46

D
iv

er
ge

nt
: A

fte
r 

th
e 

m
od

el
s 

ar
e 

co
ns

tr
uc

te
d,

 p
la

ce
 th

em
 in

 a
n 

"e
nv

iro
nm

en
t,"

 s
uc

h 
as

a 
sa

nd
bo

x,
 a

nd
 "

be
rm

" 
so

m
e 

to
 d

em
on

st
ra

te
 th

e 
un

ify
in

g 
ef

fe
ct

of
 to

po
gr

ap
hy

 (
fig

.
14

.8
).

 (
B

er
m

 m
ea

ns
 to

 p
ile

 u
p 

or
 b

ui
ld

 u
p 

ea
rt

h 
ar

ou
nd

 a
 fo

rm
. I

t i
s 

us
ed

 w
ith

 g
re

at
ef

fe
ct

 in
 s

ol
ar

 h
ou

si
ng

.)

"J
am

" 
so

m
e 

to
ge

th
er

 to
 s

ho
w

 d
is

-u
ni

ty
 a

s 
an

 e
nv

iro
nm

en
t (

fig
. 1

4.
9)

.

A
na

ly
ze

 y
ou

r 
co

m
m

un
ity

 fo
r 

ha
rm

on
io

us
 a

nd
 d

is
ha

rm
on

io
us

 r
el

at
io

ns
hi

ps
. L

oo
k

es
pe

ci
al

ly
 a

t s
ty

le
s 

an
d 

th
em

es
, m

at
er

ia
ls

, c
ol

or
s,

 te
xt

ur
es

, a
nd

 fu
nc

tio
ns

.

F
in

al
ly

, a
rr

an
ge

 a
 p

le
as

an
t, 

ha
rm

on
io

us
 s

et
tin

g.
 U

se
 d

rie
d 

w
ee

ds
 a

nd
 h

ill
s 

to
 la

nd
sc

ap
e.

15
6

14
.8

.

15
7



LE
V

E
L 

/ A
C

T
IV

IT
Y

3/
11

 5
C

O
N

C
E

P
T

W
al

ls
, c

ei
lin

gs
,

flo
or

s,
 a

nc
ot

he
r

fla
t s

ur
fa

ce
s 

ar
e

ca
lle

c 
pl

an
es

.

LE
S

S
O

N

A
 p

ie
ce

 o
f c

ha
lk

 c
an

dr
aw

 a
 li

ne
. I

f w
e 

"d
ra

g"
 th

at
 li

ne
,

it 
m

ar
ks

 a
 p

la
ne

 (
fig

.
15

.1
).

If 
yo

u 
pu

ll 
do

w
n 

a 
bl

in
d,

 it
m

ak
es

 a
 p

la
ne

.

S
ha

pe
 is

 a
 p

la
ne

's
 id

en
tit

y.
P

la
ne

s 
m

ay
 b

e 
na

m
ed

 o
r 

id
en

tif
ie

d 
as

ci
rc

ul
ar

, t
ria

ng
ul

ar
,

or
 r

ec
ta

ng
ul

ar
, o

r
co

m
bi

na
tio

ns
 o

f t
ho

se
 s

ha
pe

s.
 (

fig
. 1

5.
2)

.

A
rc

hi
te

ct
s 

us
e 

pl
an

es
 to

 p
la

n 
bu

ild
in

gs
an

d 
ho

us
es

. T
he

 o
ve

rh
ea

d 
pl

an
e 

m
ay

be
 th

e

ro
of

 o
r 

ce
ili

ng
. T

he
 w

al
l p

la
ne

s 
ar

e
th

e 
w

al
ls

 in
 o

ur
 h

om
es

 (
fig

.
15

.3
).

 (
D

oo
rs

 a
nd

w
in

do
w

s 
ar

e 
pa

rt
 o

f t
he

 w
al

l p
la

ne
s.

)

15
8

15
.1

.

P
la

ne

15
.3

.

15
.2

.

15
9



LE
S

S
O

N
48

T
he

 b
as

e 
pl

an
es

 a
re

 th
e 

gr
ou

nd
or

 fl
oo

r 
(f

ig
. 1

5.
4)

.

A
ny

 o
f t

he
 p

la
ne

s 
m

ay
 b

e 
sl

op
ed

, r
ai

se
d,

 lo
w

er
ed

,
or

 c
ha

ng
ed

 in
 s

om
e 

w
ay

 to
 m

ak
e

th
em

 in
te

re
st

in
g 

(f
ig

.
15

.5
).

P
R

O
D

U
C

T
IV

E
 T

H
IN

K
IN

G

A
na

lo
gy

: P
la

ne
 is

 to
 fo

rm
 (

vo
lu

m
e)

 a
s 

lin
e 

is
 to

 s
ha

pe
. (

B
ou

nd
ar

y 
an

d 
de

sc
rip

tiv
e

re
la

tio
ns

hi
p.

)

P
la

ne
s 

ar
e 

us
ed

 to
 e

nc
lo

se
 v

ol
um

e 
(f

or
m

) 
as

 li
ne

s
ar

e 
of

te
n 

us
ed

 to
 o

ut
lin

e 
sh

ap
e.

(T
he

y 
ar

e 
bo

un
da

ry
 d

et
er

m
in

er
s.

)

B
ec

au
se

 a
rc

hi
te

ct
ur

e 
is

 a
 v

is
ua

l a
rt

 d
ea

lin
g 

in
 th

re
e-

di
m

en
si

on
al

 v
ol

um
es

 o
f f

or
m

 a
nd

sp
ac

e,
 p

la
ne

s 
ar

e 
ex

tr
em

el
y 

im
po

rt
an

t.

T
he

 v
is

ua
l p

ro
pe

rt
ie

s 
of

 th
e 

pl
an

es
 d

et
er

m
in

e 
th

e 
qu

al
iti

es
 o

f t
he

 v
ol

um
e 

an
d

sp
ac

e 
th

ey
en

cl
os

e.
 P

la
ne

s 
m

ay
 b

e 
fo

ld
ed

, t
w

is
te

d,
 a

nd
 p

en
et

ra
te

d 
(f

ig
.

15
.6

).

T
ry

 th
is

 a
na

lo
gy

:

A
 fo

ld
ed

 p
la

ne
 is

 to
 a

 h
al

lw
ay

 a
s 

rh
yt

hm
 is

 to
(p

at
te

rn
, m

ov
em

en
t, 

et
c.

) 
(f

ig
.

15
.7

).

16
0

15
.4

.

15
 5

15
.6

.
F

ol
de

d 
pl

an
e 

w
ith

 p
en

et
ra

tin
g 

pl
an

e.

16
1



S
 G

G
E

S
T

E
D

 A
C

T
IV

IT
Y

P
la

ce
 a

 g
ro

un
d 

pl
an

e 
on

 y
ou

r
ta

bl
e.

 (
Y

ou
 m

ay
 u

se
ca

rd
bo

ar
d 

fo
r 

su
ch

 p
la

ne
s.

) 
U

si
ng

fo
ur

 s
he

et
s 

of
 s

tif
f p

ap
er

, c
re

at
e 

so
m

e
in

te
re

st
in

g 
w

al
l p

la
ne

s.
(I

f f
ol

de
d,

 th
e 

pl
an

es
 w

ill

st
an

d 
up

.)

P
ut

 a
 c

ei
lin

g 
pl

an
e 

on
 to

p
of

 y
ou

r 
w

al
ls

, c
re

at
in

g 
a 

ro
om

(f
ig

. 1
5.

8)
.

C
ou

ld
 y

ou
 m

ak
e 

w
in

do
w

s 
or

do
or

s 
in

 y
ou

r 
w

al
l p

la
ne

s?
(Y

es
, w

ith
 s

ci
ss

or
s,

 o
r 

by
fo

ld
in

g

so
 th

at
 o

pe
ni

ng
s 

ar
e

le
ft.

) 
(S

ee
 L

es
so

n
4/

25
In

te
rn

at
io

na
l S

ty
le

 a
nd

 th
e

N
ew

B
ru

ta
lis

m
 fo

r 
ar

ch
ite

ct
s'

ap
pl

ic
at

io
n 

of
 th

is
 c

on
ce

pt
.)

W
ha

t a
re

 th
e 

re
la

tio
ns

hi
ps

an
d 

di
ffe

re
nc

es
 b

et
w

ee
n

ai
rp

la
ne

s 
(f

ig
. 1

5.
9)

, b
ui

ld
in

g
pl

an
es

(f
ig

. 1
5.

6)
, a

nd
 th

e 
pl

ai
ns

(f
ig

.
15

.1
1)

)?

C
on

si
de

r 
ce

ili
ng

 p
la

ne
s 

as
sk

y,
 c

lo
ud

s,
 c

an
op

ie
s,

ro
of

s,
 e

tc
.

15
.1

0.

16
2

15
.8

.

W
al

l p
la

ne
s 

in
 th

e 
m

od
el

s 
ar

e 
m

or
e

rig
id

 If
 s

tif
f

pa
pe

r 
or

 c
ar

db
oa

rd
Is

 u
se

d,
 a

nd
 If

 ta
bs

 a
re

us
ed

 to
gl

ue
 th

em
 to

 th
e 

gr
ou

nd
 a

tt
he

 b
as

es
.

16
3



LE
V

E
L 

/ A
C

T
IV

IT
Y

3/
/1

C
O

N
C

E
P

T

T
he

 fu
nc

tio
n 

of
a 

bu
lb

in
flu

en
ce

s 
its

 fo
rm

.
in

g

50

T
he

 c
irc

us
 te

nt
 is

 o
ne

 o
f t

he
 b

es
t t

ra
di

tio
na

l e
xa

m
pl

es
 o

f a
rc

hi
te

ct
ur

al
 fo

rm
 a

nd
 fu

nc
tio

n
(f

ig
.

16
.1

).
 T

he
 c

irc
us

 h
ad

 u
nu

su
al

 fu
nc

tio
na

l n
ee

ds
. I

t h
ad

 to
 a

rr
iv

e 
in

 to
w

n,
 s

ta
y

a 
fe

w
da

ys
, t

he
n 

pa
ck

 u
p 

an
d 

be
 o

n 
its

 w
ay

 a
ga

in
. I

t n
ee

de
d 

to
 k

ee
p 

th
e 

ra
in

 a
nd

su
n 

of
f

la
rg

e 
gr

ou
ps

 o
f p

eo
pl

e 
w

ho
 c

am
e 

to
se

e 
th

e 
ci

rc
us

. T
he

 te
nt

 c
ou

ld
 b

e 
pu

t u
p 

qu
ic

kl
y

an
d 

ta
ke

n 
do

w
n 

an
d 

tr
an

sp
or

te
d 

ju
st

as
 e

as
ily

. I
t w

as
 h

ig
h 

en
ou

gh
 fo

r 
th

e 
tr

ap
ez

e
ar

tis
ts

; i
t w

as
 la

rg
e 

an
d 

co
lo

rf
ul

, a
nd

 it
 c

ou
ld

 b
e 

pa
ck

ed
up

 a
nd

 p
ut

 in
to

 tr
uc

ks
 o

r
ra

ilr
oa

d 
ca

rs
 fo

r 
m

ov
in

g.

If 
a 

la
rg

e 
tr

uc
k 

ne
ed

s 
to

 p
ul

l i
nt

o
a 

ga
ra

ge
 to

 h
av

e 
its

 m
ot

or
 r

ep
ai

re
d,

 th
e 

si
ze

 o
f t

he
tr

uc
k 

de
te

rm
in

es
 p

ar
t o

f t
he

 b
ui

ld
in

g'
s 

fu
nc

tio
n 

(f
ig

.
16

.2
).

 T
he

 fo
rm

 n
ee

ds
 to

 b
e 

ta
ll

en
ou

gh
 fo

r 
a 

la
rg

e 
tr

uc
k 

an
d 

ha
ve

 a
 d

oo
r 

la
rg

e 
en

ou
gh

 fo
r

a 
tr

uc
k 

to
 d

riv
e 

th
ro

ug
h.

 It
m

ay
 r

eq
ui

re
 a

 p
it 

fo
r 

w
or

ke
rs

 to
 b

e 
ab

le
 to

 g
et

 u
nd

er
ne

at
h 

th
e 

tr
uc

k 
ea

si
ly

. I
t w

ill
 n

ee
d

ex
ce

lle
nt

 v
en

til
at

io
n 

w
ith

 a
ir 

fa
ns

, o
pe

ni
ng

s,
 a

nd
 o

ut
le

ts
. A

ll 
of

 th
es

e 
re

qu
ire

m
en

ts
 w

ill
af

fe
ct

 th
e 

lo
ok

 o
f t

he
 b

ui
ld

in
g,

 ju
st

 a
s 

th
e 

ne
ed

s 
of

 th
e 

ci
rc

us
 r

eq
ui

re
a 

la
rg

e,
 c

ol
or

fu
l

te
nt

.

Lo
ui

s 
S

ul
liv

an
 w

as
 a

 g
re

at
 a

rc
hi

te
ct

 w
ho

 li
ve

d 
in

 C
hi

ca
go

 in
 th

e 
18

00
s.

 H
e 

ta
ug

ht
 F

ra
nk

Ll
oy

d 
W

rig
ht

 a
s 

a 
yo

un
g 

ar
ch

ite
ct

. H
e 

sa
id

, "
F

or
m

 fo
llo

w
s 

fu
nc

tio
n.

" 
S

om
e 

bu
ild

in
gs

m
ee

t t
he

ir 
fu

nc
tio

n,
 b

ut
 th

ei
r 

fo
rm

 m
ay

 r
em

ai
n 

ug
ly

 a
nd

 u
nr

es
po

ns
iv

e.

B

A
te

.
ki

ik
Il 

N
W



P
R

O
D

U
C

T
IV

E
 T

H
IN

K
IN

G
51

H
ow

 m
an

y 
ex

am
pl

es
 o

f f
un

ct
io

n 
pr

ob
le

m
s 

ca
n 

yo
u 

th
in

k 
of

? 
F

or
 e

xa
m

pl
e,

 a
 p

en
ci

l
sh

ar
pe

ne
r 

w
ith

ou
t a

 b
as

ke
t t

o 
ca

tc
h 

sh
av

in
gs

 (
fig

. 1
6.

3)
, a

w
as

te
ba

sk
et

 w
ith

ou
t a

bo
tto

m
 o

n 
it,

 a
 to

ot
hb

ru
sh

 w
ith

 n
o 

br
is

tle
s,

 a
 h

ou
se

 w
ith

 n
o 

ro
of

.

D
o 

yo
u 

re
m

em
be

r 
th

e 
st

or
y 

of
 "

T
he

 T
hr

ee
 B

ea
rs

"?
 S

om
e 

of
th

e 
th

in
gs

 G
ol

di
lo

ck
s 

fo
un

d

w
er

e 
no

t v
er

y 
fu

nc
tio

na
l, 

bu
t

ot
he

rs
 w

er
e 

"ju
st

 r
ig

ht
."

 C
an

 y
ou

 r
em

em
be

r 
w

hi
ch

 th
in

gs
w

er
e 

ju
st

 r
ig

ht
? 

T
ho

se
 a

re
 th

e
fu

nc
tio

na
l t

hi
ng

s 
fo

r 
he

r 
si

ze
 a

nd
 h

er
 n

ee
ds

.

S
om

et
im

es
 th

e 
m

at
er

ia
ls

 a
n 

ob
je

ct
 is

 m
ad

e 
w

ith
 in

flu
en

ce
 h

ow
 it

 lo
ok

s.
W

ou
ld

 ir
on

pi
llo

w
s 

be
 v

er
y 

ni
ce

 to
 s

le
ep

 o
n?

 T
he

y 
w

ou
ld

la
st

 a
 lo

ng
 ti

m
e 

an
d 

no
t w

ea
r 

ou
t. 

W
ou

ld
w

oo
de

n 
w

in
do

w
s 

be
 v

er
y 

fu
nc

tio
na

l?
 W

hy
 n

ot
?

H
ow

 h
as

 th
e 

fo
rm

 o
f t

he
 te

ac
he

r's
 c

ha
ir 

be
en

 in
flu

en
ce

d 
by

 it
s

fu
nc

tio
n 

(f
ig

. 1
6.

4)
?

H
ow

 h
as

 th
is

 p
la

ne
's

 fo
rm

 b
ee

n 
in

flu
en

ce
d 

by
 it

s 
fu

nc
tio

n 
(f

ig
. 1

6.
5)

?

H
ow

 h
as

 th
is

 b
ui

ld
in

g'
s 

fo
rm

 b
ee

n 
af

fe
ct

ed
 b

y 
its

fu
nc

tio
n 

(f
ig

. 1
6.

6)
? 

(W
or

ld
's

 la
rg

es
t

bu
ild

in
g 

fo
r 

w
or

ld
's

 la
rg

es
t r

et
ai

le
r;

 o
ffi

ce
s,

 p
ow

er
, e

tc
.)

Is
 it

 b
ea

ut
ifu

l?
 It

 w
as

 a
 u

ni
qu

e
de

si
gn

er
's

 id
ea

 to
 u

se
 a

 "
bu

nd
le

"
of

 r
ec

ta
ng

ul
ar

 tu
be

s 
as

 a
 s

tr
uc

tu
re

. T
he

y 
st

re
ng

th
en

ea
ch

 o
th

er
.

H
ow

 h
as

 th
e 

bu
ild

in
g 

in
 fi

gu
re

 1
6.

7 
be

en
 in

flu
en

ce
d 

by
 it

s
fu

nc
tio

n?

T
he

 fl
yi

ng
 b

ut
tr

es
se

s 
of

 a
 G

ot
hi

c 
ca

th
ed

ra
l l

oo
k 

de
co

ra
tiv

e,
 b

ut
 th

ey
 a

re
fu

nc
tio

na
l p

ar
ts

th
at

 h
el

p 
co

nt
ro

l t
he

 o
ut

w
ar

d 
th

ru
st

 o
f t

he
 c

ei
lin

g 
va

ul
ts

.

16
6

76
.6

.
S

ea
rs

 T
ow

er
, C

hi
ca

go
; S

ki
dm

or
e,

 O
w

in
gs

, a
nd

e.
 1

97
3.

16
.5

.

I 
/

(I
/

,i/
z

11
11

11
11

1.
11

11
1_

11
1f

tw
ir-

-=

:1
11

1t
1

16
.7

.
16

7



S
U

G
G

E
S

T
E

D
 A

C
T

IV
IT

IE
S

52

If 
yo

u 
ca

n 
co

m
pl

et
e 

th
es

e 
an

al
og

ie
s 

lo
gi

ca
lly

,
yo

u 
un

de
rs

ta
nd

 th
e 

co
nc

ep
t.

1.
 F

un
ct

io
n 

is
 to

 fo
rm

 a
s 

fir
e/

he
at

 is
 to

(C
hi

m
ne

y,
 fi

re
br

ic
k,

 e
tc

.)

2.
 H

ow
 it

 lo
ok

s 
an

d 
ho

w
 y

ou
 u

se
 it

ar
e 

th
e 

sa
m

e 
as

 it
s

.
(F

or
m

)

3.
 F

or
m

 is
 to

 fu
nc

tio
n 

as
is

 to
 la

w
n 

sp
rin

kl
er

 (
fig

.
16

.8
).

 (
H

os
e,

 p
ip

e,
 s

po
ut

)

4.
 F

or
m

 is
 to

 fu
nc

tio
n 

as
is

 to

M
ak

e 
up

 s
om

e 
ne

w
 a

na
lo

gi
es

.

D
iv

er
ge

nt
: D

es
ig

n 
a 

ho
us

e 
w

hi
ch

 h
as

a 
ni

ce
 r

el
at

io
ns

hi
p 

of
 fu

nc
tio

n 
an

d 
fo

rm
. I

t
sh

ou
ld

 "
w

or
k"

 a
nd

 s
ho

ul
d 

"lo
ok

 li
ke

" 
its

 w
or

k.
 (

S
ee

 fi
g.

 1
6.

9 
fo

r
an

 e
xa

m
pl

e)
.

R
ed

es
ig

n 
so

m
et

hi
ng

 y
ou

 u
se

ev
er

y 
da

y,
 b

ut
 ig

no
re

 h
ow

 y
ou

 u
se

 it
. D

o 
no

t w
or

ry
 a

bo
ut

re
la

tin
g 

its
 fo

rm
 o

r 
its

 fu
nc

tio
n 

to
 th

e 
de

si
gn

.

16
8

16
.8

.

16
9



LE
V

E
L 

/ A
C

T
IV

IT
Y

C
O

N
C

E
P

T

N
at

ur
e 

is
a 

m
od

el
 fo

r
ar

ch
ite

ct
ur

al
 fo

rm
s

an
c 

sh
ap

es
w

hi
ch

ar
e 

va
ria

tio
ns

 o
f t

he
co

ne
, c

ub
e,

 c
yl

in
de

r,
 s

ph
er

e,
an

d
py

ra
m

id
. \

at
ur

e 
is

 a
ls

o
a

m
od

el
 fo

r
ar

ch
ite

ct
ur

al
 fo

rm
s

w
hi

ch
ar

e 
no

t s
o 

ge
om

et
ric

(E
uc

lid
ea

n)
.

LE
S

S
O

N

W
he

n 
w

e 
sp

ea
k 

of
 n

at
ur

e,
 w

e
m

ea
n 

th
e 

th
in

gs
 w

hi
ch

 a
re

 p
ar

t o
f t

he
 w

or
ld

 w
hi

ch
hu

m
an

s 
ha

ve
 n

ot
 m

ad
e.

 W
e

m
ea

n 
su

ch
 th

in
gs

 a
s 

th
e 

su
n 

an
d 

sk
y,

 th
e 

le
av

es
, s

ea
sh

el
ls

,
cr

ys
ta

ls
, a

nd
 r

oc
ks

.

B
y 

le
ar

ni
ng

 to
 lo

ok
 c

lo
se

ly
 a

t s
m

al
l t

hi
ng

s,
 a

nd
 a

t
a 

di
st

an
ce

 fr
om

 la
rg

e 
th

in
gs

, w
e 

ge
t

id
ea

s 
fo

r 
sh

ap
es

, c
ol

or
, t

ex
tu

re
, a

nd
 fo

rm
. I

f
a 

sn
ow

fla
ke

 s
ho

ul
d 

fa
ll 

on
 y

ou
r 

sl
ee

ve
yo

u

C
 1

70

IA
A

ai
l

S
no

w
fla

ke
J

R
os

e
w

in
do

w

17
1

L
A

I 
/1

11
N

t



LE
S

S
O

N
54

co
ul

d 
lo

ok
 a

t i
t w

ith
 a

 m
ag

ni
fy

in
g 

gl
as

s.
 If

 it
w

er
e 

a 
fla

t f
la

ke
, y

ou
 w

ou
ld

 s
ee

 th
at

 e
ac

h
fla

ke
 is

 d
iff

er
en

t, 
ye

t a
ll 

ar
e 

al
ik

e 
in

m
an

y 
w

ay
s 

(f
ig

. 1
7.

1)
. F

or
 e

xa
m

pl
e,

 th
ey

 a
pp

ea
r

"s
ta

rli
ke

" 
an

d 
ha

ve
 s

ix
 p

oi
nt

s.
 T

he
y

ar
e 

sy
m

m
et

ric
al

th
e 

sa
m

e 
ar

ou
nd

 th
e 

ce
nt

er
an

d
ar

e 
he

xa
go

na
l i

n 
sh

ap
e.

 Y
et

, w
ith

 s
uc

h 
si

m
ila

rit
ie

s,
 e

ac
h 

is
 v

er
y 

di
ffe

re
nt

. T
he

y 
be

ar
 a

st
rik

in
g 

re
se

m
bl

an
ce

 to
 r

os
e 

w
in

do
w

s 
in

 G
ot

hi
c 

ca
th

ed
ra

ls
.

Lo
ok

 h
ow

 s
im

ila
r 

th
e 

se
as

he
ll 

(f
ig

.
17

.2
)' 

is
 to

 th
e 

sp
ira

l z
ig

gu
ra

t T
ha

nk
sg

iv
in

g 
S

qu
ar

e
C

ha
pe

l i
n 

D
al

la
s,

 T
ex

as
 (

fig
s.

 1
7.

3 
th

ro
ug

h 
17

.5
).

 T
he

 c
ha

pe
l w

as
 d

es
ig

ne
d 

by
 P

hi
lip

Jo
hn

so
n 

an
d 

Jo
hn

 B
ur

ge
e.

17
.1

.

17
.2

.

17
.3

.
17

.4
.

17
.5

.
S

pi
ra

l m
in

ar
et

 o
f G

re
at

 M
os

qu
e 

of
 S

am
ar

ra
, I

ra
q,

T
ha

nk
sg

iv
in

g 
S

qu
ar

e 
C

ha
pe

l, 
D

al
la

s;
 P

hi
lip

 J
oh

ns
on

T
ha

nk
sg

iv
in

g 
S

qu
ar

e 
C

ha
pe

l I
nt

er
io

r,
 lo

ok
in

g 
up

.
A

.D
. 8

48
-8

52
.

an
d 

Jo
hn

 B
ur

ge
e,

 1
97

7.

17
3

17
2



E
S

S
O

N

B
uc

km
in

st
er

 F
ul

le
r 

us
ed

 s
uc

h 
na

tu
ra

l i
de

as
. H

e 
de

si
gn

ed
 a

 s
tr

uc
tu

re
 c

al
le

d 
th

e 
ge

od
es

ic
do

m
e.

 H
er

e 
ar

e 
so

m
e 

pi
ct

ur
es

 o
f a

lv
eo

li 
ce

lls
 (

fig
.

17
.6

).
 N

ot
ic

e 
ho

w
 s

im
ila

r 
th

ey
 a

re
 to

F
ul

le
r's

 d
om

e 
(f

ig
. 1

7.
7)

. H
e 

ha
d 

to
 a

rr
an

ge
 h

is
 b

as
ic

 s
ha

pe
s 

to
 c

on
ne

ct
 e

as
ily

 a
nd

fo
rm

 a
 r

ou
nd

ed
 s

ur
fa

ce
, e

ve
n 

th
ou

gh
 h

e 
us

ed
 o

nl
y 

st
ra

ig
ht

 b
ui

ld
in

g 
m

at
er

ia
ls

.

Lo
ok

 h
ow

 s
im

ila
r 

th
e 

se
as

he
ll 

(f
ig

. 1
7.

8)
 is

 to
 th

e 
m

in
ar

et
 (

fig
.

17
.9

).

T
he

 O
pe

ra
 H

ou
se

 in
 S

yd
ne

y,
 A

us
tr

al
ia

 (
fig

. 1
7.

10
),

 s
po

rt
s 

so
m

e 
si

m
ila

r 
sh

el
l s

ha
pe

s 
(f

ig
.

17
.1

1)
 in

 it
s 

ro
of

 s
tr

uc
tu

re
.

A
lv

eo
li 

in
 th

e 
hu

m
an

 lu
ng

 lo
ok

 li
ke

 s
om

e 
st

ru
ct

ur
es

 b
ui

lt 
by

 a
nt

s 
an

d 
hu

m
an

s 
(f

ig
s.

 1
7.

12
an

d 
17

.1
3)

.

17
.6

.
17

.7
.

U
.S

. P
av

ili
on

, M
on

tr
ea

l;
B

uc
km

in
st

er
 F

ul
le

r,
 1

96
7.

17
.1

0
S

yd
ne

y 
O

pe
ra

 H
ou

se
, A

us
tr

al
ia

; J
oi

n 
U

tz
on

,
19

59
-1

97
3.

17
4

17
.1

1
17

.1
2.

Lu
ng

s.

17
.8

.
17

.9
.

17
.1

3.
R

ed
 a

nt
 s

tr
uc

tu
re

. 17
5



T
hi

s 
m

ar
ke

t p
la

ce
 in

 R
oy

an
, F

ra
nc

e 
(f

ig
.

17
.1

4)
, b

y 
A

nd
re

 M
or

is
se

au
, l

oo
ks

 s
ur

pr
is

in
gl

y
lik

e 
so

m
e 

la
rg

e 
w

hi
te

 s
he

lls
 fo

un
d 

in
 th

e 
oc

ea
n 

(f
ig

.
17

.1
5)

.

B
ec

au
se

 r
oc

k 
is

 s
uc

h 
an

 im
po

rt
an

t p
ar

t o
f n

at
ur

e,
 b

ui
ld

in
gs

 u
si

ng
 s

to
ne

as
 a

co
ns

tr
uc

tio
n 

m
at

er
ia

l o
fte

n 
se

em
 m

or
e 

na
tu

ra
l o

r 
or

ga
ni

c.
 F

ig
ur

e 
17

.1
6 

is
a 

si
m

pl
e

pi
on

ee
r 

ro
ck

 h
ou

se
. E

ve
n 

th
ou

gh
 it

 is
 s

til
l b

as
ic

al
ly

 a
 b

ox
, t

he
 s

to
ne

 s
ur

fa
ce

 h
ar

m
on

iz
es

w
ith

 th
e 

tr
ee

s,
 iv

y,
 a

nd
 e

nv
iro

nm
en

t.

F
ig

ur
e 

17
.1

7 
sh

ow
s 

so
m

e 
na

tu
ra

l f
or

m
s 

w
hi

ch
 c

ou
ld

 b
e 

us
ed

 fo
r 

id
ea

s 
in

 p
la

nn
in

g
bu

ild
in

gs
. T

he
se

 a
re

 s
oa

p 
bu

bb
le

 c
el

ls
. H

av
e

yo
u 

ev
er

 fi
lle

d 
yo

ur
 tu

b 
w

ith
 b

ub
bl

e 
ba

th
an

d 
w

at
ch

ed
 h

ow
 e

ac
h 

bu
bb

le
 is

 s
ha

pe
d 

by
 th

e
pr

es
su

re
 o

f b
ub

bl
es

 n
ex

t t
o 

it?
 W

hi
le

th
e 

ce
lls

 lo
ok

 v
er

y 
m

uc
h 

al
ik

e,
 th

ey
ar

e 
al

l d
iff

er
en

t. 
N

o 
tw

o 
ap

pe
ar

 to
 b

e 
th

e 
so

m
e.

M
an

y 
fo

rm
s 

in
 n

at
ur

e 
ar

e 
ba

se
d 

on
 c

ry
st

al
s 

(f
ig

.
17

.1
8)

. E
ve

n 
th

ou
gh

 g
eo

m
et

ric
 (

re
gu

la
r

sh
ap

e,
 s

tr
ai

gh
t l

in
es

),
 th

ey
 a

re
 v

er
y 

di
ffe

re
nt

 fr
om

on
e 

an
ot

he
r.

 F
ig

ur
e 

17
.1

9 
is

 a
sy

na
go

gu
e 

in
 Is

ra
el

.

B
ec

au
se

 o
f c

on
ve

ni
en

ce
, i

t i
s 

a 
te

nd
en

cy
 o

f a
rc

hi
te

ct
ur

al
 d

es
ig

ne
rs

 to
 w

or
k 

w
ith

 "
bo

xe
s,

 P
i

th
at

 is
, w

ith
 th

in
gs

 e
as

ily
 d

ra
w

n 
w

ith
 s

tr
ai

gh
t e

dg
es

, r
ig

ht
 tr

ia
ng

le
s,

 T
-s

qu
ar

es
, a

nd
co

m
pa

ss
es

 (
fig

. 1
7.

20
).

 A
s 

a 
re

su
lt,

 m
an

y 
"n

at
ur

al
 fo

rm
s"

 a
lte

rn
at

iv
es

 a
re

 ig
no

re
d 

or
re

je
ct

ed
 a

s 
to

o 
bo

th
er

so
m

e.
 F

or
 e

xa
m

pl
e,

 it
 is

ea
sy

 to
 d

es
ig

n 
th

e 
bu

ild
in

g 
in

 fi
gu

re
 1

7.
21

us
in

g 
st

ra
ig

ht
 e

dg
es

 a
nd

 r
ul

er
s.

17
.1

7.
17

.1
9.

:_
sk

*
61

(

':.
1.

,

/
is

 P
41

7-
1-

1

17
.1

4.

M
ar

ke
t p

la
ce

, R
oy

an
, F

ra
nc

e;
 A

nd
re

 M
or

is
se

au
,

c.
 1

95
0.

17
.1

5.

S
he

ll.

17
7



E
S

S
O

N
57

B
ut

 b
ui

ld
in

gs
 li

ke
 th

os
e 

in
 fi

gu
re

 1
7.

22
 r

eq
ui

re
 a

,w
ho

le
 n

ew
 s

et
 o

f s
ki

lls
, t

oo
ls

, a
nd

at
tit

ud
es

. T
he

se
 h

om
es

 a
re

 m
or

e 
na

tu
ra

ls
of

te
r,

 le
ss

 h
ar

sh
 fo

rm
s.

T
ho

ug
h 

si
m

ila
r,

 th
ey

en
jo

y 
un

lim
ite

d 
va

ria
tio

n.

S
om

et
im

es
 th

e 
on

ly
 w

ay
 w

e 
ca

n 
ge

t o
ur

 b
ui

ld
in

gs
 to

 s
at

is
fy

 o
ur

ne
ed

 to
 b

e 
pa

rt
 o

f
na

tu
re

 is
 w

ith
 la

nd
sc

ap
e 

ar
ch

ite
ct

ur
e.

 W
e

pl
an

t f
lo

w
er

s,
 g

ra
ss

, b
us

he
s,

 a
nd

 tr
ee

s 
or

iv
y 

to
 m

ak
e 

us
 fe

el
 m

or
e 

w
el

co
m

e,
 o

r 
at

tr
ac

te
d 

to
 th

e
ot

he
rw

is
e 

ha
rs

h 
de

si
gn

.

P
R

O
D

U
C

T
IV

E
 T

H
IN

K
IN

G

N
am

e 
20

 th
in

gs
 fo

un
d 

in
 n

at
ur

e.
 W

ha
t k

in
ds

 o
f t

hi
ng

s 
ar

e 
no

t
fo

un
d 

in
 n

at
ur

e?

C
an

 y
ou

 th
in

k 
of

 s
om

e 
th

in
gs

 in
 n

at
ur

e 
th

at
 g

iv
e 

yo
u 

an
id

ea
 fo

r 
a 

ho
us

e 
or

 a
 b

ui
ld

in
g?

W
ha

t a
re

 th
ey

?

W
ha

t a
re

 a
ll 

of
 th

e 
w

ay
s 

a 
tr

ee
 h

ou
se

 is
 n

at
ur

al
? 

(F
ig

.
17

.2
3)

 (
It 

is
 w

oo
d,

 in
 a

 tr
ee

,
ki

nd
 o

f h
ap

ha
za

rd
ly

 b
ui

lt,
 e

tc
.)

 U
nn

at
ur

al
?

S
U

G
G

E
S

T
E

D
 A

C
T

IV
IT

IE
S

F
in

d 
so

m
e 

fo
rm

s 
in

 n
at

ur
ew

al
ki

ng
 h

om
e,

 a
ro

un
d 

yo
ur

ho
us

e,
 o

n 
a 

vi
si

t t
o 

th
e

m
ou

nt
ai

ns
 o

r 
th

e 
be

ac
h,

 in
 b

io
lo

gy
 b

oo
ks

w
hi

ch
 y

ou
th

in
k 

w
ou

ld
 b

e 
in

te
re

st
in

g 
id

ea
s

fo
r 

bu
ild

in
gs

. (
S

ee
 fi

gs
. 1

7.
24

 th
ro

ug
h 

17
.2

6.
)

8

17
.2

2.
R

ur
al

 c
om

m
un

ity
, T

ru
lli

, n
ea

r 
C

is
te

rn
in

o,
 It

al
y.

17
.2

3

17
.2

4.
W

oo
d

17
.2

5.
S

ee
d 

po
ds

I



S
U

G
G

E
S

T
E

D
 A

C
T

IV
IT

IE
S

58

C
ut

 s
no

w
fla

ke
s 

(f
ig

. 1
7.

27
),

 th
en

 u
se

 th
em

 a
s 

sp
ec

ia
l

w
in

do
w

s 
in

 a
 b

ui
ld

in
g 

yo
u 

dr
aw

,
or

 tr
ac

e 
th

em
 a

nd
 m

ak
e

th
em

 d
im

en
si

on
al

 b
y 

ad
di

ng
 a

 fe
w

 li
ne

s.

F
in

d 
pi

ct
ur

es
 in

 m
ag

az
in

es
 o

f b
ui

ld
in

gs
 w

hi
ch

 lo
ok

 li
ke

 th
ey

 w
er

e
in

sp
ire

d 
by

 n
at

ur
al

th
in

gs
.

F
ill

 a
 m

ilk
 c

ar
to

n 
w

ith
 p

ar
tia

lly
 in

fla
te

d 
ba

llo
on

s.
 T

he
n

fil
l t

he
 c

ar
to

n 
w

ith
 p

la
st

er
 (

fig
s.

17
.2

8 
an

d 
17

.2
9)

. L
et

 it
 s

et
, t

he
n 

po
p 

th
e 

ba
llo

on
s 

an
d 

pe
el

 a
w

ay
th

e 
ca

rt
on

. A
na

tu
ra

l f
or

m
 w

ill
 b

e 
m

ad
e.

 (
Y

ou
 c

an
 c

ar
ve

 a
nd

 "
im

pr
ov

e"
th

e 
fo

rm
 w

ith
 a

 k
ni

fe
 o

r 
a

ra
sp

.)

18
0

17
.2

7.

17
.2

8.

11
29

.

18
1



APPENDIX. F

182



M
ar

ily
nn

e 
R

ob
in

so
n

he
r 

th
e 

re
su

rr
ec

tio
n 

of
 th

e 
or

di
na

ry
. S

oo
n 

th
e 

sk
un

k
ca

bb
ag

e 
w

ou
ld

 c
om

e 
up

, a
nd

 th
e 

ci
de

ry
 s

m
el

l w
ou

ld
ri

se
 in

 th
e 

or
ch

ar
d,

 a
nd

 th
e 

gi
rl

s 
w

ou
ld

 w
as

h 
an

d 
st

ar
ch

an
d 

ir
on

 th
ei

r 
co

tto
n 

dr
es

se
s.

 A
nd

 e
ve

ry
 e

ve
ni

ng
 w

ou
ld

br
in

g 
its

 f
am

ili
ar

 s
tr

an
ge

ne
ss

, a
nd

 c
ri

ck
et

s 
w

ou
ld

 s
in

g
th

e 
w

ho
le

 n
ig

ht
 lo

ng
, u

nd
er

 h
er

 w
in

do
w

s 
an

d 
in

 e
ve

ry
pa

rt
 o

f 
th

e 
bl

ac
k 

w
ild

er
ne

ss
 th

at
 s

tr
et

ch
ed

 a
w

ay
 f

ro
m

Fi
ng

er
bo

ne
 o

n 
ev

er
y 

si
de

. A
nd

 s
he

 w
ou

ld
 f

ee
l t

ha
t s

ha
rp

lo
ne

lin
es

s 
sh

e 
ha

d 
fe

lt 
ev

er
y 

lo
ng

 e
ve

ni
ng

 s
in

ce
 s

he
 w

as
a 

ch
ild

. I
t w

as
 th

e 
ki

nd
 o

f 
lo

ne
lin

es
s 

th
at

 m
ad

e 
cl

oc
ks

se
em

 s
lo

w
 a

nd
 lo

ud
 a

nd
 m

ad
e 

vo
ic

es
 s

ou
nd

 _
lik

e 
vo

ic
es

ac
ro

ss
 w

at
er

. O
ld

. w
om

en
 s

he
 h

ad
 k

no
w

n,
 f

ir
st

 h
er

 g
ra

nd
-

m
ot

he
r 

an
d 

th
en

 h
er

 m
ot

he
r,

 r
oc

ke
d 

on
 th

ei
r 

po
rc

he
s 

in
th

e 
ev

en
in

gs
 a

nd
 s

an
g 

sa
d 

so
ng

s,
 a

nd
 d

id
 n

ot
 w

is
h 

to
 b

e
sp

ok
en

 to
.

A
nd

 n
ow

, t
o 

co
m

fo
rt

 h
er

se
lf

, m
y 

gr
an

dm
ot

he
r 

w
ou

ld
no

t r
ef

le
ct

 o
n 

th
e 

un
ki

nd
ne

ss
 o

f 
he

r 
ch

ild
re

n,
 o

r 
of

 c
hi

l-
dr

en
 in

 g
en

er
al

. S
he

 h
ad

 n
ot

ic
ed

 m
an

y 
tim

es
, a

lw
ay

s,
th

at
 h

er
 g

ir
ls

' f
ac

es
 w

er
e 

so
ft

 a
nd

 s
er

io
us

 a
nd

 in
w

ar
d 

an
d

st
ill

 w
he

n 
sh

e 
lo

ok
ed

 a
t t

he
m

, j
us

t a
s 

th
ey

 h
ad

 b
ee

n
w

he
n 

th
ey

 w
er

e 
sm

al
l c

hi
ld

re
n,

 ju
st

 a
s 

th
ey

 w
er

e 
no

w
w

he
n 

th
ey

 w
er

e 
sl

ee
pi

ng
. I

f 
a 

fr
ie

nd
 w

as
 in

 th
e 

ro
om

he
r 

da
ug

ht
er

s 
w

ou
ld

 w
at

ch
 h

is
 f

ac
e 

or
 h

er
 f

ac
e 

in
te

nt
ly

an
d 

te
as

e 
or

 s
oo

th
e 

or
 b

an
te

r,
 a

nd
 a

ny
 o

ne
 o

f 
th

em
 c

ou
ld

ga
ug

e 
an

d 
re

sp
on

d 
to

 th
e 

fi
ne

st
 c

ha
ng

es
 o

f 
ex

pr
es

si
on

 o
r

to
ne

, e
ve

n 
Sy

lv
ie

, i
f 

sh
e 

ch
os

e 
to

. B
ut

 it
 d

id
 n

ot
 o

cc
ur

 to
th

em
 to

 s
ui

t t
he

ir
 w

or
ds

 a
nd

 m
an

ne
rs

 to
 h

er
 lo

ok
s,

 a
nd

sh
e 

di
d 

no
t w

an
t t

he
m

 to
. I

n 
fa

ct
, s

he
 w

as
 o

ft
en

pr
om

pt
ed

 o
r 

re
st

ra
in

ed
 b

y 
th

e 
th

ou
gh

t o
f 

sa
vi

ng
 th

is
 u

n-
co

ns
ci

ou
sn

es
s 

of
 th

ei
rs

. S
he

 w
as

 th
en

 a
 m

ag
is

te
ri

al
w

om
an

, n
ot

 o
nl

y 
be

ca
us

e 
of

 h
er

 h
ei

gh
t a

nd
 h

er
 la

rg
e,

sh
ar

p 
fa

ce
, n

ot
 o

nl
y 

be
ca

us
e 

of
 h

er
 u

pb
ri

ng
in

g,
 b

ut
 a

ls
o

18
3

'ft

H
ou

se
ke

ep
in

g

be
ca

us
e 

it 
su

ite
d 

he
r 

pu
rp

os
e,

 to
 b

e 
w

ha
t s

he
 s

ee
m

ed
 to

be
 s

o 
th

at
 h

er
 c

hi
ld

re
n 

w
ou

ld
 n

ev
er

 b
e 

st
ar

tle
d 

or
 s

ur
-

pr
is

ed
, a

nd
 to

 ta
ke

 o
n 

al
l t

he
 p

os
tu

re
s 

an
d 

ve
st

m
en

ts
 o

f
m

at
ro

n,
 to

 d
if

fe
re

nt
ia

te
 h

er
 li

fe
 f

ro
m

 th
ei

rs
, s

o 
th

at
 h

er
ch

ild
re

n 
w

ou
ld

 n
ev

er
 f

ee
l i

nt
ru

de
d 

up
on

. H
er

 lo
ve

 f
or

th
em

 w
as

 u
tte

r 
an

d 
eq

ua
l, 

he
r 

go
ve

rn
m

en
t o

f 
th

em
ge

ne
ro

us
 a

nd
 a

bs
ol

ut
e.

 S
he

 w
as

 c
on

st
an

t a
s 

da
yl

ig
ht

, a
nd

sh
e 

w
ou

ld
 b

e 
un

re
m

ar
ke

d 
as

 d
ay

lig
ht

, j
us

t t
o 

w
at

ch
 th

e
ca

lm
 in

w
ar

dn
es

s 
of

 th
ei

r 
fa

ce
s.

 W
ha

t w
as

 it
 li

ke
. O

ne
ev

en
in

g 
on

e 
su

m
m

er
 s

he
 w

en
t o

ut
 to

 th
e 

ga
rd

en
. T

he
ea

rt
h 

in
 th

e 
ro

w
s 

w
as

 li
gh

t a
nd

 s
of

t a
s 

ci
nd

er
s,

 p
al

e 
cl

ay
ye

llo
w

, a
nd

 th
e 

tr
ee

s 
an

d 
pl

an
ts

 w
er

e 
ri

pe
, o

rd
in

ar
y

gr
ee

n 
an

d 
fu

ll 
of

 c
om

fo
rt

ab
le

 r
us

tli
ng

s.
 A

nd
 a

bo
ve

 th
e

pa
le

 e
ar

th
 a

nd
 b

ri
gh

t t
re

es
 th

e 
sk

y 
w

as
 th

e 
da

rk
 b

lu
e 

of
as

he
s.

 A
s 

sh
e 

kn
el

t i
n 

th
e 

lo
w

s 
sh

e 
he

ar
d 

th
e 

ho
lly

ho
ck

s
th

um
p 

ag
ai

ns
t t

he
 s

he
d 

w
al

l. 
Sh

e 
fe

lt 
th

e 
ha

ir
 li

ft
ed

 f
ro

m
he

r 
ne

ck
 b

y 
a 

sw
if

t, 
w

at
er

y 
w

in
d,

 a
nd

 s
he

 s
aw

 th
e 

tr
ee

s
fi

ll 
w

ith
 w

in
d 

an
d 

he
ar

d 
th

ei
r 

tr
un

ks
 c

re
ak

 li
ke

 m
as

ts
.

Sh
e 

bu
rr

ow
ed

 h
er

 h
an

d 
un

de
r 

a 
po

ta
to

 p
la

nt
 a

nd
 f

el
t

gi
ng

er
ly

 f
or

 th
e 

ne
w

 p
ot

at
oe

s 
in

 th
ei

r 
dr

y 
ne

t o
f 

ro
ot

s,
sm

oo
th

 a
s 

eg
gs

., 
Sh

e 
-p

ut
 th

em
 in

 h
er

 a
pr

on
 a

nd
 w

al
ke

d
ba

ck
 to

 th
e 

ho
us

e 
th

in
ki

ng
, W

ha
t h

av
e 

I 
se

en
, w

ha
t

ha
ve

 I
 s

ee
n.

 T
he

 e
ar

th
 a

nd
 th

e 
sk

y 
an

d 
th

e 
ga

rd
en

, n
ot

as
 th

ey
 a

lw
ay

s 
ar

e.
 A

nd
 s

he
 s

aw
 h

er
 d

au
gh

te
rs

' f
ac

es
 n

ot
as

 th
ey

 a
lw

ay
s 

w
er

e,
 o

r 
as

 o
th

er
 p

eo
pl

e'
s 

w
er

e,
 a

nd
 s

he
w

as
 q

ui
et

 a
nd

 a
lo

of
 a

nd
 w

at
ch

fu
l, 

no
t t

o 
st

ar
tle

 th
e

st
ra

ng
en

es
s 

aw
ay

. S
he

 h
ad

 n
ev

er
 ta

ug
ht

 th
em

 to
 b

e 
ki

nd
to

 h
er

.

A
 to

ta
l o

f 
se

ve
n 

an
d 

a 
ha

lf
 y

ea
rs

 p
as

se
d 

be
tw

ee
n

H
el

en
's

 le
av

in
g 

Fi
ng

er
bo

ne
 a

nd
 h

er
 r

et
ur

ni
ng

, a
nd

 w
he

n
sh

e 
di

d 
fi

na
lly

 r
et

ur
n 

it 
w

as
 o

n 
a.

 S
un

da
y 

m
or

ni
ng

, w
he

n

/
18

4



M
ar

ily
nn

e 
R

ob
in

so
n

O
ne

 d
ay

 m
y 

gr
an

dm
ot

he
r 

m
us

t h
av

e 
ca

rr
ie

d 
ou

t a
ba

sk
et

 o
f 

sh
ee

ts
 to

 h
an

g 
in

 th
e 

sp
ri

ng
 s

un
lig

ht
, w

ea
ri

ng
he

r 
w

id
ow

's
 b

la
ck

, p
er

fo
rm

in
g 

th
e 

ri
tu

al
s 

of
 th

e 
or

di
na

ry
as

 a
n 

ac
t o

f 
fa

ith
. S

ay
 th

er
e 

w
er

e 
tw

o 
or

 th
re

e 
in

ch
es

of

ha
rd

 o
ld

 s
no

w
 o

n 
th

e 
gr

ou
nd

, w
ith

 e
ar

th
 h

er
e 

an
d 

th
er

e
oo

zi
ng

 th
ro

ug
h 

th
e 

br
ok

en
 p

la
ce

s,
 a

nd
 th

at
 th

er
e 

w
as

w
ar

m
th

 in
 th

e 
su

nl
ig

ht
, w

he
n 

th
e 

w
in

d 
di

d 
no

t b
lo

w
 it

al
l a

w
ay

, a
nd

 s
ay

 s
he

 s
to

op
ed

 b
re

at
hl

es
sl

y 
in

 h
er

 c
or

se
t

to
 li

ft
 u

p 
a 

so
dd

en
 s

he
et

 b
y 

its
 h

em
s,

 a
nd

 s
ay

 th
at

 w
he

n
sh

e 
ha

d 
pi

nn
ed

 th
re

e 
co

rn
er

s 
to

 th
e 

lin
es

 it
 b

eg
an

 to
bi

llo
w

 a
nd

 le
ap

 in
 h

er
 h

an
ds

, t
o 

fl
ut

te
r 

an
d 

tr
em

bl
e,

 a
nd

to
 g

la
re

 w
ith

 th
e 

lig
ht

, a
nd

 th
at

 th
e 

th
ro

es
 o

f 
th

e 
th

in
g

w
er

e 
as

 g
le

ef
ul

 a
nd

 s
tr

on
g 

as
 if

 a
 s

pi
ri

t w
er

e 
da

nc
in

g 
in

its
 c

er
em

en
ts

. T
ha

t w
in

d!
 s

he
 w

ou
ld

 s
ay

, b
ec

au
se

 it
pu

sh
ed

 th
e 

sk
ir

ts
 o

f 
he

r 
co

at
 a

ga
in

st
 h

er
 le

gs
 a

nd
 m

ad
e

st
ra

nd
s 

of
 h

er
 h

ai
r 

fl
y.

 I
t c

am
e 

do
w

n 
th

e 
la

ke
, a

nd
 it

sm
el

le
d 

sw
ee

tly
 o

f 
sn

ow
, a

nd
 r

an
kl

y 
of

 m
el

tin
g 

sn
ow

, a
nd

it 
ca

lle
d 

to
 m

in
d 

th
e 

sm
al

l, 
sc

ar
ce

, s
te

m
m

y 
fl

ow
er

s 
th

at
sh

e 
an

d 
E

dm
un

d 
w

ou
ld

 w
al

k 
ha

lf
 a

 d
ay

 to
 p

ic
k,

 th
ou

gh
in

 a
no

th
er

 d
ay

 th
ey

 w
ou

ld
 a

ll 
be

 w
ilt

ed
. S

om
et

im
es

E
dm

un
d 

w
ou

ld
 c

ar
ry

 b
uc

ke
ts

 a
nd

 a
 tr

ow
el

, a
nd

 li
ft

th
em

 e
ar

th
 a

nd
 a

ll,
 a

nd
 b

ri
ng

 th
em

 h
om

e 
to

 p
la

nt
, a

nd
th

ey
 w

ou
ld

 d
ie

. T
he

y 
w

er
e 

ra
re

 th
in

gs
, a

nd
 g

re
w

 o
ut

 o
f

an
ts

' n
es

ts
 a

nd
 b

ea
r 

du
ng

 a
nd

 th
e 

fl
es

h 
of

 p
er

is
he

d 
an

i-
m

al
s.

 S
he

 a
nd

 E
dm

un
d 

w
ou

ld
 c

lim
b 

un
til

 th
ey

 w
er

e 
w

et
w

ith
 s

w
ea

t. 
H

or
se

fl
ie

s 
fo

llo
w

ed
 th

em
, a

nd
 th

e 
w

in
d

ch
ill

ed
 th

em
. W

he
re

 th
e 

sn
ow

 r
ec

ed
ed

, t
he

y 
m

ig
ht

 s
ee

th
e 

ru
in

s 
of

 a
 p

or
cu

pi
ne

, t
ee

th
 h

er
e,

 ta
il 

th
er

e.
 T

he
 w

in
d

w
ou

ld
 b

e 
so

ur
 w

ith
 s

ta
le

 s
no

w
 a

nd
 d

ea
th

 a
nd

 p
in

e 
pi

tc
h

an
d 

w
ild

fl
ow

er
s.

In
a 

m
on

th
 th

os
e 

fl
ow

er
s 

w
ou

ld
 b

lo
om

. I
n 

a 
m

on
th

al
l d

or
m

an
t l

if
e 

an
d 

ar
re

st
ed

 d
ec

ay
 w

ou
ld

 b
eg

in
 a

ga
in

.

/i6
X

85
.

H
ou

se
ke

ep
in

g

In
 a

 m
on

th
 s

he
 w

ou
ld

 n
ot

 m
ou

rn
, b

ec
au

se
 in

 th
at

 s
ea

so
n

it 
ha

d 
ne

ve
r 

se
em

ed
 to

 h
er

 th
at

 th
ey

 w
er

e 
m

ar
ri

ed
, s

he
an

d 
th

e 
si

le
nt

 M
et

ho
di

st
 E

dm
un

d 
w

ho
 w

or
e 

a 
ne

ck
tie

an
d 

su
sp

en
de

rs
 e

ve
n 

to
 h

un
t w

ild
fl

ow
er

s,
 a

nd
 w

ho
 r

e-
m

em
be

re
d 

ju
st

 w
he

re
 th

ey
 g

re
w

 f
ro

m
 y

ea
r 

to
 y

ea
r,

 a
nd

w
ho

 d
ip

pe
d 

hi
s 

ha
nd

ke
rc

hi
ef

 in
 a

 p
ud

dl
e 

to
 w

ra
p 

th
e

st
em

s,
 a

nd
 w

ho
 p

ut
 o

ut
 h

is
 e

lb
ow

 to
 h

el
p 

he
r 

ov
er

 th
e

st
ee

p 
an

d 
st

on
y 

pl
ac

es
, w

ith
 a

 w
or

dl
es

s 
an

d 
im

pe
rs

on
al

co
ur

te
sy

 s
he

 d
id

 n
ot

 r
es

en
t b

ec
au

se
 s

he
 h

ad
 n

ev
er

 r
ea

lly
w

is
he

d 
to

 f
ee

l m
ar

ri
ed

 to
 a

ny
on

e.
 S

he
 s

om
et

im
es

 im
ag

-
in

ed
 a

 r
at

he
r 

da
rk

 m
an

 w
ith

 c
ru

de
 s

tr
ip

es
 p

ai
nt

ed
 o

n 
hi

s
fa

ce
 a

nd
 s

un
ke

n 
be

lly
, a

nd
 a

 h
id

e 
fa

st
en

ed
 a

ro
un

d 
hi

s
lo

in
s,

 a
nd

 b
on

es
 d

an
gl

in
g 

fr
om

 h
is

 e
ar

s,
 a

nd
 c

la
y 

an
d

cl
aw

s 
an

d 
fa

ng
s 

an
d 

bo
ne

s 
an

d 
fe

at
he

rs
 a

nd
 s

in
ew

s 
an

d
hi

de
 o

rn
am

en
tin

g 
hi

s 
ar

m
s 

an
d 

w
ai

st
 a

nd
 th

ro
at

 a
nd

an
kl

es
, h

is
 w

ho
le

 b
od

y 
a 

bo
as

t t
ha

t h
e 

w
as

 m
or

e 
al

ar
m

in
g

th
an

 a
ll 

th
e 

de
at

h 
w

ho
se

 tr
op

hi
es

 h
e 

w
or

e.
 E

dm
un

d 
w

as
lik

e 
th

at
, a

 li
ttl

e.
 T

he
 r

is
in

g 
of

 th
e 

sp
ri

ng
 s

tir
re

d 
a

se
ri

ou
s,

 m
ys

tic
al

 e
xc

ite
m

en
t i

n 
hi

m
, a

nd
 m

ad
e 

hi
m

 f
or

-
ge

tf
ul

 o
f 

he
r.

 H
e 

w
ou

ld
 p

ic
k 

up
 e

gg
sh

el
ls

, a
 b

ir
d'

s 
w

in
g,

a 
ja

w
bo

ne
, t

he
 a

sh
y 

fr
ag

m
en

t o
f 

a 
w

as
p'

s 
ne

st
 H

e 
w

ou
ld

pe
er

 a
t e

ac
h 

of
 th

em
 w

ith
 th

e 
m

os
t a

bs
ol

ut
e 

at
te

nt
io

n,
an

d 
th

en
 p

ut
 th

em
 in

 h
is

 p
oc

ke
ts

, w
he

re
 h

e 
ke

pt
 h

is
 ja

ck
-

kn
if

e 
an

d 
hi

s 
lo

os
e 

ch
an

ge
. H

e 
w

ou
ld

 p
ee

r 
at

 th
em

 a
s 

if
he

 c
ou

ld
 r

ea
d 

th
em

; a
nd

 p
oc

ke
t t

he
m

 a
s 

if
 h

e 
co

ul
d 

ow
n

th
em

. T
hi

s 
is

 d
ea

th
 in

 m
y 

ha
nd

, t
hi

s 
is

 r
ui

n 
in

 m
y 

br
ea

st
po

ck
et

, w
he

re
 I

 k
ee

p 
m

y 
re

ad
in

g 
gl

as
se

s.
 A

t s
uc

h 
tim

es
he

 w
as

 a
s 

fo
rg

et
fu

l o
f 

he
r 

as
 h

e 
w

as
 o

f 
hi

s 
su

sp
en

de
rs

 a
nd

hi
s 

M
et

ho
di

sm
, b

ut
 a

ll 
th

e 
sa

m
e 

it 
w

as
 th

en
 th

at
 s

he
lo

ve
d 

hi
m

 b
es

t, 
as

 a
 s

ou
l a

ll 
un

ac
co

m
pa

ni
ed

, l
ik

e 
he

r
ow

n. So
 th

e 
w

in
d 

th
at

 b
ill

ow
ed

 h
er

 s
he

et
s 

an
no

p
..1

1
to

S

/ 1
7



M
ar

ily
nn

 R
ob

in
so

n

sh
e 

kn
ew

 h
er

 m
ot

he
r 

w
ou

ld
 n

ot
 b

e 
at

 h
om

e,
 a

nd
 s

he
st

ay
ed

 o
nl

y 
lo

ng
 e

no
ug

h 
to

 s
et

tle
 L

uc
ill

e 
an

d 
m

e 
on

 th
e

be
nc

h 
in

 th
e 

sc
re

en
ed

 p
or

ch
, w

ith
 a

 b
ox

 o
f 

gr
ah

am
cr

ac
ke

rs
 to

 p
re

ve
nt

 c
on

fl
ic

t a
nd

 r
es

tle
ss

ne
ss

.
Pe

rh
ap

s 
fr

om
 a

 s
en

se
 o

f 
de

lic
ac

y 
m

y 
gr

an
dm

ot
he

r
ne

ve
r 

as
ke

d 
us

 a
ny

th
in

g 
ab

ou
t o

ur
 li

fe
w

ith
 o

ur
 m

ot
he

r.
Pe

rh
ap

s 
sh

e 
w

as
 n

ot
 c

ur
io

us
. P

er
ha

ps
 s

he
 w

as
 s

o 
af

-
fr

on
te

d 
by

 H
el

en
's

 s
ec

re
tiv

e 
be

ha
vi

or
 th

at
 e

ve
n 

no
w

 s
he

re
fu

se
d 

to
 ta

ke
 n

ot
ic

e 
of

 it
. P

er
ha

ps
 s

he
 d

id
 n

ot
 w

is
h

to
 le

ar
n 

by
 in

di
re

ct
io

n 
w

ha
t H

el
en

 d
id

 n
ot

 w
is

h 
to

 te
ll

he
r. If

 s
he

 h
ad

 a
sk

ed
 m

e,
 I

 c
ou

ld
 h

av
e 

to
ld

 h
er

 th
at

 w
e

liv
ed

 in
 tw

o 
ro

om
s 

at
 th

e 
to

p 
of

 a
 ta

ll 
gr

ay
 b

ui
ld

in
g,

 s
o

th
at

 a
ll 

th
e 

w
in

do
w

st
he

re
 w

er
e 

fi
ve

 a
lto

ge
th

er
,

an
d 

a
do

or
 w

ith
 f

iv
e 

ro
w

s 
of

 s
m

al
l p

an
es

ov
er

lo
ok

ed
 a

 n
ar

ro
w

w
hi

te
 p

or
ch

, t
he

 h
ig

he
st

 f
lig

ht
 o

f 
a 

gr
ea

t s
ca

ff
ol

di
ng

of

w
hi

te
 s

te
ps

 a
nd

 p
or

ch
es

, f
ix

ed
 a

nd
 in

tr
ic

at
e 

as
 th

e 
fr

oz
en

ek
e 

of
 w

at
er

 f
ro

m
 th

e 
si

de
 o

f 
a 

cl
if

f,
 g

ra
in

y 
gr

ay
-w

hi
te

lik
e 

dr
ie

d 
sa

lt.
 F

ro
m

 th
is

 p
or

ch
 w

e 
lo

ok
ed

 d
ow

n 
on

 b
ro

ad
ta

rp
ap

er
 r

oo
fs

, e
av

e 
to

 e
av

e,
 s

pr
ea

d 
lik

e 
so

m
be

r 
te

nt
s

ov
er

 h
oa

rd
s 

of
 g

oo
ds

 c
ra

te
d 

up
,

an
d 

ov
er

 to
m

at
oe

s 
an

d
tu

rn
ip

s 
an

d 
ch

ic
ke

ns
, a

nd
 o

ve
r 

cr
ab

s 
an

d 
sa

lm
on

s,
 a

nd
ov

er
 a

 d
an

ce
 f

lo
or

 w
ith

 a
 ju

ke
bo

x
w

he
re

 s
om

eo
ne

 b
eg

an
pl

ay
in

g 
"S

pa
rr

ow
 in

 th
e 

T
re

et
op

" 
an

d 
"G

oo
d 

N
ig

ht
,

Ir
en

e"
 b

ef
or

e 
br

ea
kf

as
t. 

B
ut

 o
f 

al
l t

hi
s,

 f
ro

m
 o

ur
 v

an
ta

ge
,

w
e 

sa
w

 o
nl

y 
th

e 
te

nt
ed

 to
p.

G
ul

ls
 s

at
 in

 r
ow

s 
on

 o
ur

po
rc

h 
ra

ili
ng

 a
nd

 p
ee

re
d 

fo
r 

sc
av

en
ge

.
Si

nc
e 

al
l t

he
 w

in
do

w
s 

w
er

e 
in

 a
 li

ne
, o

ur
 r

oo
m

s 
w

er
e

as
 li

gh
t a

s 
th

e 
da

y 
w

as
, n

ea
r 

th
e

do
or

, a
nd

 b
ec

am
e 

da
rk

er
as

 o
ne

 w
en

t f
ar

th
er

 in
. I

n 
th

e
ba

ck
 w

al
l o

f 
th

e 
m

ai
n 

ro
om

w
as

 a
 d

oo
r 

w
hi

ch
 o

pe
ne

d 
in

to
 a

ca
rp

et
ed

 h
al

lw
ay

, a
nd

w
hi

ch
 w

as
 n

ev
er

 o
pe

ne
d.

 I
t w

as
 b

lo
ck

ed
, i

n 
fa

ct
, b

y 
a

H
ou

se
ke

ep
in

g

bi
g 

gr
ee

n 
co

uc
h 

so
 w

ei
gh

ty
 a

nd
 s

ha
pe

le
ss

 th
at

 it
 lo

ok
ed

as
 if

 it
 h

ad
 b

ee
n 

ho
is

te
d 

ou
t o

f 
fo

rt
y 

fe
et

 o
f 

w
at

er
. T

w
o

pu
tty

-c
ol

or
ed

 a
rm

ch
ai

rs
 w

er
e 

dr
aw

n 
up

 in
 a

 c
on

ve
rs

a-
tio

na
l c

ir
cl

e.
 H

al
ve

s 
of

 tw
o 

ce
ra

m
ic

 m
al

la
rd

s 
w

er
e 

in
 f

ul
l

fl
ig

ht
 u

p 
th

e 
w

al
l. 

A
s 

fo
r 

th
e 

re
st

 o
f 

th
e 

ro
om

, i
t c

on
-

ta
in

ed
 a

 r
ou

nd
 c

ar
d 

ta
bl

e 
co

ve
re

d 
w

ith
 a

 p
la

id
 o

ilc
lo

th
,

a 
re

fr
ig

er
at

or
, a

 p
al

e-
bl

ue
 c

hi
na

 c
up

bo
ar

d,
 a

 s
m

al
l t

ab
le

w
ith

 a
 h

ot
pl

at
e 

on
 it

, a
nd

 a
 s

in
k 

w
ith

 a
n 

oi
lc

lo
th

 s
ki

rt
.

H
el

en
 p

ut
 le

ng
th

s 
of

 c
lo

th
es

lin
e 

th
ro

ug
h 

ou
r 

be
lts

 a
nd

fa
st

en
ed

 th
em

 to
 th

e 
do

or
kn

ob
, a

n 
ar

ra
ng

em
en

t t
ha

t
ne

rv
ed

 u
s 

to
 lo

ok
 o

ve
r 

th
e 

si
de

 o
f 

th
e 

po
rc

h,
 e

ve
n 

w
he

n
th

e 
w

in
d 

w
as

 s
tr

on
g.

B
er

ni
ce

, w
ho

 li
ve

d 
be

lo
w

 u
s,

 w
as

 o
ur

 o
nl

y 
vi

si
to

r.
 S

he
ha

d 
la

ve
nd

er
 li

ps
 a

nd
 o

ra
ng

e 
ha

ir
, a

nd
 a

rc
he

d 
ey

eb
ro

w
s

ea
ch

 d
ra

w
n 

in
 a

 s
in

gl
e 

br
ow

n 
lin

e,
 a

 c
on

te
st

 b
et

w
ee

n
pr

ac
tic

e 
an

d 
pa

ls
y 

w
hi

ch
 s

om
et

im
es

 e
nd

ed
 a

t h
er

 e
ar

.
Sh

e 
w

as
 a

n 
ol

d 
w

om
an

, b
ut

 s
he

 m
an

ag
ed

 to
 lo

ok
 li

ke
 a

yo
un

g 
w

om
an

 w
ith

 a
 r

av
ag

in
g 

di
se

as
e.

 S
he

 s
to

od
 a

ny
nu

m
be

r 
of

 h
ou

rs
 in

 o
ur

 d
oo

rw
ay

, h
er

 lo
ng

 b
ac

k 
ar

ch
ed

an
d 

he
r 

ar
m

s 
fo

ld
ed

 o
n 

he
r 

sp
he

ri
ca

l b
el

ly
, t

el
lin

g 
sc

an
-

da
lo

us
 s

to
ri

es
 in

 a
 v

oi
ce

 h
us

he
d 

in
 d

ef
er

en
ce

 to
 th

e 
fa

ct
th

at
 L

uc
ill

e 
an

d 
I 

sh
ou

ld
 n

ot
 b

e 
he

ar
in

g 
th

em
. T

hr
ou

gh
al

l t
he

se
 ta

le
s 

he
r 

ey
es

 w
er

e,
 w

id
e 

w
ith

 a
m

az
em

en
t r

e-
ca

lle
d,

 a
nd

 n
ow

 a
nd

 th
en

 s
he

 w
ou

ld
 la

ug
h 

an
d 

pr
od

 m
y

m
ot

he
r's

 a
rm

 w
ith

 h
er

 la
ve

nd
er

 c
la

w
s.

 H
el

en
 le

an
ed

 in
th

e 
do

or
w

ay
, s

m
ile

d 
at

 th
e 

fl
oo

r,
 a

nd
 tw

in
ed

 h
er

 h
ai

r.
B

er
ni

ce
 lo

ve
d 

us
. S

he
 h

ad
 n

o 
ot

he
r 

fa
m

ily
, e

xc
ep

t h
er

hu
sb

an
d,

 C
ha

rl
ey

, w
ho

 s
at

 o
n 

he
r 

po
rc

h 
w

ith
 h

is
 h

an
ds

on
 h

is
 k

ne
es

 a
nd

 h
is

 b
el

ly
 in

 h
is

 la
p,

 h
is

 f
le

sh
 m

ot
tle

d
lik

e 
sa

us
ag

e,
 th

ic
k 

ve
in

s 
pu

ls
in

g 
in

 h
is

 te
m

pl
es

 a
nd

 in
th

e 
ba

ck
s 

of
 h

is
 h

an
ds

. H
e 

co
ns

er
ve

d 
sy

lla
bl

es
 a

s 
if

 to
co

ns
er

ve
 b

re
at

h.
 W

he
ne

ve
r 

w
e 

w
en

t d
ow

n 
th

e 
st

ai
rs

 h
e

/2
1

18
8



M
ar

ily
nn

e 
R

ob
in

so
n

w
ou

ld
 le

an
 s

lo
w

ly
 a

ft
er

 u
s 

an
d 

sa
y 

"H
ey

!"
 B

er
ni

ce
 li

ke
d

to
 b

ri
ng

 u
s 

cu
st

ar
d,

 w
hi

ch
 h

ad
 a

 th
ic

k 
ye

llo
w

sk
in

 a
nd

sa
t i

n 
a 

co
pi

ou
s 

liq
ui

d 
th

e 
co

ns
is

te
nc

y 
of

 e
ye

w
at

er
.H

el
en

w
as

 s
el

lin
g 

co
sm

et
ic

s 
in

 a
 d

ru
gs

to
re

,
an

d 
B

er
ni

ce
 lo

ok
ed

af
te

r 
us

 w
hi

le
 s

he
 w

as
 a

t w
or

k,
 th

ou
gh

 B
er

ni
ce

 h
er

se
lf

w
or

ke
d 

al
l n

ig
ht

 a
s 

a 
ca

sh
ie

r 
in

 a
 tr

uc
k 

st
op

. S
he

 lo
ok

ed
af

te
r 

us
 b

y 
tr

yi
ng

 to
 s

le
ep

 li
gh

tly
 e

no
ug

h 
to

 b
e 

aw
ak

en
ed

by
 th

e 
fi

rs
t s

ou
nd

s 
of

 f
is

t f
ig

ht
s,

 o
f 

th
e 

de
st

ru
ct

io
n 

of
fu

rn
itu

re
, o

f 
th

e 
th

ro
es

 o
f 

ho
us

eh
ol

d 
po

is
on

in
g.

 T
hi

s
sc

he
m

e 
w

or
ke

d,
 th

ou
gh

 s
om

et
im

es
 B

er
ni

ce
 w

ou
ld

 w
ak

e
in

 th
e 

gr
ip

 o
f 

so
m

e 
na

m
el

es
s 

al
ar

m
, r

un
 u

p 
th

e 
st

ai
rs

 in
he

r 
ni

gh
tg

ow
n 

an
d 

ey
eb

ro
w

le
ss

, a
nd

 d
ru

b 
ou

r 
w

in
do

w
s

w
ith

 h
er

 h
an

ds
, w

he
n 

w
e 

w
er

e 
si

tti
ng

 q
ui

et
ly

 a
t s

up
pe

r
w

ith
 o

ur
 m

ot
he

r.
 T

he
se

 d
is

ru
pt

io
ns

 o
f 

he
r 

sl
ee

p 
w

er
e 

no
t

le
ss

 r
es

en
te

d 
be

ca
us

e 
th

ey
 w

er
e 

se
lf

-g
en

er
at

ed
. B

ut
sh

e

lo
ve

d 
us

 f
or

 o
ur

 m
ot

he
r's

 s
ak

e.
B

er
ni

ce
 to

ok
 a

 w
ee

k 
of

f 
fr

om
 w

or
k 

so
 th

at
 s

he
 c

ou
ld

le
nd

 u
s 

he
r 

ca
r 

fo
r 

a 
vi

si
t t

o 
Fi

ng
er

bo
ne

. W
he

n
sh

e
le

ar
ne

d 
fr

om
 H

el
en

 th
at

 h
er

 m
ot

he
r 

w
as

 li
vi

ng
, s

he
be

ga
n 

to
 u

rg
e 

he
r 

to
 g

o 
ho

m
e 

fo
r 

a 
w

hi
le

, a
nd

 H
el

en
, t

o
he

r 
gr

ea
t s

at
is

fa
ct

io
n,

 w
as

 f
in

al
ly

 p
er

su
ad

ed
. I

t p
ro

ve
d 

to
be

 a
 f

at
ef

ul
 jo

ur
ne

y.
 H

el
en

 to
ok

 u
s 

th
ro

ug
h 

th
e 

m
ou

n-
ta

in
s 

an
d 

ac
ro

ss
 th

e 
de

se
rt

 a
nd

 in
to

 th
e 

m
ou

nt
ai

ns
 a

ga
in

,
an

d 
at

 la
st

 to
 th

e 
la

ke
 a

nd
 o

ve
r 

th
e 

br
id

ge
 in

to
 to

w
n,

le
ft

 a
t t

he
 li

gh
t o

nt
o 

Sy
ca

m
or

e 
St

re
et

 a
nd

 s
tr

ai
gh

t f
or

 s
ix

bl
oc

ks
. S

he
 p

ut
 o

ur
 s

ui
tc

as
es

 in
 th

e 
sc

re
en

ed
 p

or
ch

,
w

hi
ch

 w
as

 p
op

ul
at

ed
 b

y 
a 

ca
t a

nd
 a

 m
at

ro
nl

y 
w

as
hi

ng
m

ac
hi

ne
, a

nd
 to

ld
 u

s 
to

 w
ai

t q
ui

et
ly

. T
he

n 
sh

e 
w

en
t

ba
ck

 to
 th

e 
ca

r 
an

d 
dr

ov
e 

no
rt

h 
al

m
os

t t
o 

T
yl

er
, w

he
re

sh
e 

sa
ile

d 
in

 B
em

ic
e'

s 
Fo

rd
 f

ro
m

 th
e 

to
p 

of
 a

 c
lif

f 
na

m
ed

W
hi

sk
ey

 R
oc

k 
in

to
 th

e 
bl

ac
ke

st
 d

ep
th

 o
f 

th
e 

la
ke

.

/2
2

18
9

IN
O

f

12
It

)
. .

A
rl

H
ou

se
ke

ep
in

g

T
he

y 
se

ar
ch

ed
 f

or
 h

er
. W

or
d 

w
as

 s
zn

t o
ut

 a
hu

nd
re

d 
m

ile
s 

in
 e

ve
ry

 d
ir

ec
tio

n 
to

 w
at

ch
 f

or
 a

 y
ou

ng
w

om
an

 in
 a

 c
ar

 w
hi

ch
 I

 s
ai

d 
w

as
 b

lu
e 

an
d 

L
uc

ill
e 

sa
id

w
as

 g
re

en
. S

om
e 

bo
ys

 w
ho

 h
ad

 b
ee

n 
fi

sh
in

g 
an

d
kn

ew
no

th
in

g 
ab

ou
t t

he
 s

ea
rc

h 
ha

d 
co

m
e 

ac
ro

ss
 h

er
 s

itt
in

g
cr

os
s-

le
gg

ed
 o

n 
th

e 
ro

of
 o

f 
th

e 
ca

r,
 w

hi
ch

 h
ad

 b
og

ge
d

do
w

n 
in

 th
e 

m
ea

do
w

 b
et

w
ee

n 
th

e 
ro

ad
 a

nd
 th

e 
cl

if
f.

T
he

y 
sa

id
 s

he
 w

as
 g

az
in

g 
at

 th
e 

la
ke

 a
nd

 e
at

in
g 

w
ild

st
ra

w
be

rr
ie

s,
 w

hi
ch

 w
er

e 
pr

od
ig

io
us

ly
 la

rg
e 

an
d 

ab
un

da
nt

th
at

 y
ea

r.
 S

he
 a

sk
ed

 th
em

 v
er

y 
pl

ea
sa

nt
ly

 to
 h

el
p 

he
r

pu
sh

 h
er

 c
ar

 o
ut

 o
f 

th
e 

m
ud

, a
nd

 th
ey

 w
en

t s
o 

fa
r 

as
 to

pu
t t

he
ir

 b
la

nk
et

s 
an

d 
co

at
s 

un
de

r 
th

e 
w

he
el

s 
to

 f
ac

ili
ta

te
he

r 
re

sc
ue

. W
he

n 
th

ey
 g

ot
 th

e 
Fo

rd
 b

ac
k 

to
 th

e 
ro

ad
sh

e 
th

an
ke

d 
th

em
, g

av
e 

th
em

 h
er

 p
ur

se
, r

ol
le

d 
do

W
n 

th
e

re
ar

 w
in

do
w

s,
 s

ta
rt

ed
 th

e 
ca

r,
 tu

rn
ed

 th
e

w
he

el
 a

s 
fa

r
to

 th
e 

ri
gh

t a
s 

it 
w

ou
ld

 g
o,

 a
nd

 r
oa

re
d 

sw
er

vi
ng

 a
nd

 s
lid

-
in

g 
ac

ro
ss

 th
e 

m
ea

do
w

 u
nt

il 
sh

e 
sa

ile
d 

of
f 

th
e 

ed
ge

 o
f

th
e 

cl
if

f. M
y 

gr
an

dm
ot

he
r 

sp
en

t a
 n

um
be

r 
of

 d
ay

s 
in

 h
er

be
dr

oo
m

. S
he

 h
ad

 a
n 

ar
m

ch
ai

r 
an

d 
a 

fo
ot

st
oo

l f
ro

m
 th

e
pa

rl
or

 p
la

ce
d 

by
 th

e 
w

in
do

w
 th

at
 lo

ok
ed

 in
to

 th
e

or
ch

ar
d,

 a
nd

 s
he

 s
at

 th
er

e,
 f

oo
d 

w
as

 b
ro

ug
ht

 to
 h

er
 th

er
e.

Sh
e 

w
as

 n
ot

 in
cl

in
ed

 to
 m

ov
e.

 S
he

 c
ou

ld
 h

ea
r,

 if
 n

ot
 th

e
pa

rt
ic

ul
ar

 w
or

ds
 a

nd
 c

on
ve

rs
at

io
ns

, a
t l

ea
st

 th
e 

vo
ic

es
 o

f
pe

op
le

 in
 th

e 
ki

tc
he

n,
 th

e 
ge

nt
le

 a
nd

 f
or

m
al

 s
oc

ie
ty

 o
f

fr
ie

nd
s 

an
d 

m
ou

rn
er

s 
th

at
 h

ad
 e

st
ab

lis
he

d 
its

el
f 

in
 h

er
ho

us
e 

to
 lo

ok
 a

ft
er

 th
in

gs
. H

er
 f

ri
en

ds
 w

er
e 

ve
ry

 o
ld

,
an

d 
fo

nd
 o

f 
w

hi
te

 c
ak

e 
an

d 
pi

no
ch

le
. I

n 
tw

os
 a

nd
 th

re
es

th
ey

 w
ou

ld
 v

ol
un

te
er

 to
 lo

ok
 a

ft
er

 u
s,

 w
hi

le
 th

e 
ot

he
rs

pl
ay

ed
 c

ar
ds

 a
t t

he
 b

re
ak

fa
st

 ta
bl

e.
 W

e 
w

ou
ld

 b
e 

w
al

ke
d

ar
ou

nd
 b

y 
ne

rv
ou

s,
 p

er
em

pt
or

y 
ol

d 
m

en
 w

it)
 w

ou
ld

-/
 2

3



M
ar

ily
nn

e 
R

ob
in

so
n

ag
ai

n,
 c

le
ar

ly
 p

le
as

ed
 th

at
 it

 h
ad

 m
ad

e 
an

 im
pr

es
si

on
.

"Y
es

, y
ou

 lo
ok

 v
er

y 
ni

ce
, m

y 
de

ar
. V

er
y 

w
el

l,"
 N

on
a

sa
id

, r
at

he
r 

lo
ud

ly
. S

he
 r

ea
lly

 in
te

nd
ed

 th
is

 o
bs

er
va

tio
n

fo
r 

he
r 

si
st

er
, j

us
t a

s 
L

ily
's

 c
om

pl
im

en
t h

ad
 b

ee
n 

in
-

te
nd

ed
 f

or
 h

er
. T

he
y 

sh
ou

te
d,

 f
or

 th
e 

sa
ke

 o
f 

th
e 

ot
he

r's
co

m
pr

eh
en

si
on

 a
nd

 b
ec

au
se

 n
ei

th
er

 o
f 

th
em

 c
ou

ld
 g

au
ge

he
r 

vo
ic

e 
ve

ry
 w

el
l, 

an
d 

ea
ch

 o
f 

th
em

 c
on

si
de

re
d 

he
r

si
st

er
's

 h
ea

ri
ng

 w
or

se
 th

an
 h

er
 o

w
n,

 s
o 

ea
ch

 o
f 

th
em

sp
ok

e 
a 

lit
tle

 lo
ud

er
 th

an
 s

he
 h

ad
 to

. A
nd

 th
ey

 h
ad

 li
ve

d
al

l t
he

ir
 li

ve
s 

to
ge

th
er

, a
nd

 f
el

t t
ha

t t
he

y 
ha

d 
a 

sp
ec

ia
l

la
ng

ua
ge

 b
et

w
ee

n 
th

em
. S

o 
w

he
n 

L
ily

 s
ai

d,
 w

ith
 a

 g
la

nc
e

at
 N

on
a,

 "
W

ha
t a

 lo
ve

ly
 d

re
ss

,"
 it

 w
as

 a
s 

if
 to

 s
ay

, "
Sh

e
se

em
s 

ra
th

er
 s

an
e!

 S
he

 s
ee

m
s 

ra
th

er
 n

or
m

al
!"

 A
nd

 w
he

n
N

on
a 

sa
id

, "
Y

ou
 lo

ok
 v

er
y 

w
el

l,"
 it

 w
as

 a
s 

if
 to

 s
ay

, "
Pe

r-
ha

ps
 s

he
'll

 d
o!

 P
er

ha
ps

 s
he

 c
an

 s
ta

y 
an

d 
w

e 
ca

n 
go

!"
Sy

 lv
ie

 s
at

 in
 th

e 
si

m
pl

e 
ki

tc
he

n 
lig

ht
 w

ith
 h

er
 h

an
ds

 in
he

r 
la

p 
an

d 
he

r 
ey

es
 o

n 
he

r 
ha

nd
s,

 w
hi

le
 L

ily
 a

nd
 N

on
a

st
al

ke
d 

ab
ou

t o
n 

th
ei

r 
st

if
f 

ol
d 

le
gs

, p
oa

ch
in

g 
eg

gs
 a

nd
di

sh
in

g 
up

 s
te

w
ed

 p
ru

ne
s,

 f
lu

sh
ed

 a
nd

 e
la

te
d 

by
 th

ei
r

se
cr

et
 u

nd
er

st
an

di
ng

.
"D

id
 y

ou
 k

no
w

 M
r.

 S
im

m
on

s 
di

ed
?"

 L
ily

 a
sk

ed
.

"H
e 

m
us

t h
av

e 
be

en
 v

er
y 

ol
d,

" 
Sy

lv
ie

 s
ai

d.
"A

nd
 d

o 
yo

u 
re

m
em

be
r 

a 
D

an
ny

 R
ap

pa
po

rt
?"

Sy
lv

ie
 s

ho
ok

 h
er

 h
ea

d.
"H

e 
w

as
 a

 c
la

ss
 b

eh
in

d 
yo

u 
in

 s
ch

oo
l."

"I
 g

ue
ss

 I
 s

ho
ul

d 
re

m
em

be
r 

hi
m

."
"W

el
l, 

he
 d

ie
d.

 I
 d

on
't 

kn
ow

 h
ow

."
N

on
a 

sa
id

, "
T

he
 f

un
er

al
 w

as
 a

nn
ou

nc
ed

 in
 th

e 
pa

pe
r,

bu
t t

he
re

 w
as

 n
o 

ar
tic

le
 a

bo
ut

 it
. W

e 
th

ou
gh

t t
ha

t w
as

st
ra

ng
e.

 J
us

t a
 p

ho
to

gr
ap

h.
"

"N
ot

 r
ec

en
t, 

ei
th

er
,"

 L
ily

 g
ru

m
bl

ed
. "

H
e 

lo
ok

ed
ni

ne
te

en
. N

ot
 a

 li
ne

 in
 h

is
 f

ac
e.

"

46
19

1
/

H
ou

se
ke

ep
in

g

"W
as

 M
ot

he
r's

 f
un

er
al

 n
ic

e?
" 

Sy
lv

ie
 a

sk
ed

.
"L

ov
el

y.
"

"O
h,

 y
es

, v
er

y 
ni

ce
."

T
he

 o
ld

 s
is

te
rs

 lo
ok

ed
 a

t e
ac

h 
ot

he
r.

"V
er

y 
sm

al
l, 

th
ou

gh
, o

f 
co

ur
se

,"
 N

on
a 

sa
id

.
"Y

es
, s

he
 w

an
te

d 
it 

sm
al

l. 
B

ut
 y

ou
 s

ho
ul

d 
ha

ve
 s

ee
n

th
e 

fl
ow

er
s!

 T
he

 w
ho

le
 h

ou
se

 w
as

 f
ul

l. 
W

e 
se

nt
 h

al
f 

of
th

em
 o

ve
r 

to
 th

e 
ch

ur
ch

."
"S

he
 d

id
n'

t w
an

t f
lo

w
er

s,
" 

N
on

a 
sa

id
. "

Sh
e 

w
ou

ld
ha

ve
 c

al
le

d 
it 

a 
w

as
te

."
"S

he
 d

id
n'

t w
an

t a
 s

er
vi

ce
."

"I
 s

ee
."

T
he

re
 w

as
 a

 s
ile

nc
e.

 N
on

a 
bu

tte
re

d 
a 

pi
ec

e 
of

 to
as

t
an

d 
sl

id
 th

e 
je

lle
d 

eg
g 

on
to

 it
 a

nd
 b

ro
ke

 it
 u

p 
w

ith
 a

fo
rk

 a
s 

if
 it

 w
er

e 
fo

r 
a 

ch
ild

. S
yl

vi
e 

to
ok

 a
 c

ha
ir

 a
t t

he
ta

bl
e 

an
d 

at
e 

w
ith

 h
er

 h
ea

d 
on

 h
er

 h
an

d.
 N

on
a 

w
en

t
up

st
ai

rs
, a

nd
 in

 a
 f

ew
 m

in
ut

es
 c

am
e 

do
w

n 
ag

ai
n,

 c
ar

ry
in

g
a 

ho
t -

w
at

er
 b

ot
tle

. "
I'v

e 
pu

t y
ou

 in
 th

e 
ha

ll 
be

dr
oo

m
.

It
's

 a
 li

ttl
e 

cl
os

e,
 b

ut
 th

at
's

 b
et

te
r 

th
an

 a
 d

ra
ft

. T
he

re
ar

e 
tw

o 
he

av
y 

bl
an

ke
ts

 o
n 

th
e 

be
d,

 a
nd

 o
ne

 li
gh

te
r 

on
e,

an
d 

I 
pu

t a
 c

om
fo

rt
er

 o
n 

th
e 

ch
ai

r.
" 

Sh
e 

fi
lle

d 
th

e 
ho

t-
w

at
er

 b
ot

tle
 w

ith
 w

at
er

 f
ro

m
 th

e 
ke

ttl
e 

an
d 

bu
nd

le
d 

it
in

 te
a 

to
w

el
s.

 L
uc

ill
e 

an
d 

I 
ea

ch
 to

ok
 a

 s
ui

tc
as

e 
an

d
fo

llo
w

ed
 S

yl
vi

e 
up

st
ai

rs
.

T
he

 s
ta

ir
s 

w
er

e 
w

id
e 

an
d 

po
lis

he
d,

 w
ith

 a
 h

ea
vy

 r
ai

lin
g

an
d 

sp
in

dl
e 

ba
ni

st
er

s,
 d

at
in

g 
as

 th
ey

 d
id

 f
ro

m
 a

 ti
m

e
w

he
n 

m
y 

gr
an

df
at

he
r 

w
as

 g
ro

w
in

g 
co

nf
id

en
t e

no
ug

h 
of

hi
s 

ca
rp

en
tr

y 
to

, u
se

 g
oo

d 
m

at
er

ia
ls

 a
nd

 to
 b

ui
ld

 th
in

gs
th

at
 m

ig
ht

 b
e 

co
ns

id
er

ed
 p

er
m

an
en

t. 
B

ut
 th

ey
 te

rm
i-

na
te

d 
ra

th
er

 o
dd

ly
 in

 a
 h

at
ch

 o
r 

tr
ap

do
or

, b
ec

au
se

 a
t

th
e 

to
p 

of
 th

e 
st

ai
rs

 o
ne

 c
am

e 
fa

ce
 to

 f
ac

e 
w

ith
 a

 w
al

l
so

 e
ss

en
tia

l t
o 

su
pp

or
tin

g 
th

e 
ro

of
 (

w
hi

ch
 h

ad
 a

lw
ay

s

/ 4
7

19
2



M
ar

ily
nn

e 
R

ob
in

so
n

sa
gg

ed
 s

om
ew

ha
t i

n 
th

e 
m

id
dl

e)
 th

at
 m

y 
gr

an
df

at
he

r
co

ul
d 

no
t b

ri
ng

 h
im

se
lf

 to
 c

ut
 a

no
th

er
 d

oo
r 

in
 it

. S
o

in
-

st
ea

d 
he

 h
ad

 w
or

ke
d 

ou
t a

 d
ev

ic
e 

w
ith

 p
ul

le
ys

an
d

w
in

do
w

 w
ei

gh
ts

 th
at

 m
ad

e 
th

e 
tr

ap
do

or
 (

w
hi

ch
 w

as
le

ft
 o

ve
r 

fr
om

 th
e 

tim
e 

w
he

n 
th

e 
se

co
nd

 f
lo

or
 w

as
 m

er
el

y
a 

lo
ft

 w
ith

 a
 la

dd
er

 u
p 

to
 it

) 
ri

se
 a

t
th

e 
sl

ig
ht

es
t p

us
h

an
d 

th
en

 f
al

l s
hu

t a
ga

in
 o

f 
its

 o
w

n 
ac

co
rd

 w
ith

 a
lit

tle
sl

am
. (

T
hi

s 
de

vi
ce

 p
re

ve
nt

ed
 d

ra
ft

s 
fr

om
 s

w
ee

pi
ng

do
w

n

th
e 

po
lis

he
d 

st
ep

s 
in

 to
rr

en
ts

, f
lo

od
in

g 
th

e 
pa

rl
or

, e
dd

y-
in

g 
in

to
 th

e 
ki

tc
he

n.
) 

Sy
lv

ie
's

 b
ed

ro
om

 w
as

 r
ea

lly
 a

 s
or

t
of

 n
ar

ro
w

 d
or

m
er

 w
ith

 a
 c

ur
ta

in
 c

lo
si

ng
 it

 o
ff

 f
ro

m
th

e
ha

llw
ay

. T
he

re
 w

as
 a

 c
ot

 in
 it

,. 
fa

tte
ne

d 
w

ith
 p

ill
ow

s 
an

d
bl

an
ke

tS
, a

nd
 a

 li
ttl

e 
la

m
p,

 w
hi

ch
 N

on
a 

ha
d 

le
ft

 b
ur

ni
ng

on
 a

 s
he

lf
. T

he
re

 w
as

 a
 s

in
gl

e
ro

un
d 

w
in

do
w

, s
m

al
l a

nd
hi

gh
 a

s 
a 

fu
lly

 r
is

en
 m

oo
n.

 T
he

 d
re

ss
er

 a
nd

 c
ha

ir
 w

er
e

ou
ts

id
e 

th
e 

cu
rt

ai
n,

 o
ne

 o
n 

ea
ch

 s
id

e.
 S

yl
vi

e,
 in

th
e 

ha
lf

-
da

rk
 h

al
lw

ay
, t

ur
ne

d 
an

d 
ki

ss
ed

 e
ac

h 
of

 u
s.

 "
I'l

l g
et

 y
ou

pr
es

en
ts

,"
 s

he
 w

hi
sp

er
ed

. "
T

om
or

ro
w

, m
ay

be
."

Sh
e

ki
ss

ed
 u

s 
ag

ai
n 

an
d 

w
en

t b
eh

in
d 

th
e 

cu
rt

ai
n,

in
to

 th
e

na
rr

ow
 r

oo
m

.

I 
ha

ve
 o

ft
en

 w
on

de
re

d 
w

ha
t i

t s
ee

m
ed

 li
ke

 to
Sy

 lv
ie

 to
 c

om
e 

ba
ck

 to
 th

at
 h

ou
se

, w
hi

ch
w

ou
ld

 h
av

e
ch

an
ge

d 
si

nc
e 

sh
e 

le
ft

 it
, s

hi
ft

ed
 a

nd
 s

et
tle

d.
 I

im
ag

in
e

he
r 

w
ith

 h
er

 g
ri

ps
 in

 h
er

 b
ar

e 
ha

nd
s,

 w
al

ki
ng

do
w

n 
th

e
m

id
dl

e 
of

 th
e 

ro
ad

, w
hi

ch
 w

as
 n

ar
ro

w
ed

 b
y 

th
e

ba
nk

s

of
 p

lo
w

ed
 s

no
w

 o
n 

ei
th

er
 s

id
e,

 a
nd

 n
ar

ro
w

ed
 m

or
e

by

th
e 

sl
us

hy
 p

oo
ls

 th
at

 w
er

e 
fo

rm
in

g 
at

 th
e 

fo
ot

of
 e

ac
h

ba
nk

. S
yl

vi
e 

al
w

ay
s 

w
al

ke
d 

w
ith

 h
er

 h
ea

d 
do

w
n,

 to
 o

ne
si

de
, w

ith
 a

n 
ab

st
ra

ct
ed

 a
nd

 c
on

si
de

ri
ng

ex
pr

es
si

on
, a

s
if

 s
om

eo
ne

 w
er

e 
sp

ea
ki

ng
 to

 h
er

 in
 a

 s
of

t v
oi

ce
.

B
ut

 s
he

w
ou

ld
 h

av
e 

gl
an

ce
d 

up
 s

om
et

im
es

 a
t t

he
 s

no
w

,
w

hi
ch

/4
8
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H
ou

se
ke

ep
in

g

w
as

 th
e 

co
lo

r 
of

 h
ea

vy
 c

lo
ud

s,
 a

nd
 th

e 
sk

y,
w

hi
ch

 w
as

 th
e

co
lo

r 
of

 m
el

tin
g 

sn
ow

, a
nd

 a
ll 

th
e 

sl
ic

k 
bl

ac
k 

pl
an

ks
 a

nd
st

ic
ks

 a
nd

 s
tu

m
ps

 th
at

 e
ru

pt
ed

 a
s 

th
e 

sn
ow

 s
an

k 
aw

ay
.

H
ow

 m
us

t i
t h

av
e 

se
em

ed
 to

 s
te

p 
in

to
 th

e 
na

rr
ow

ha
llw

ay
 w

hi
ch

 s
til

l k
ep

t (
as

 it
 s

ee
m

ed
 to

 m
e)

 a
 tr

ac
e 

of
th

e 
ru

de
 o

do
r 

th
at

 th
e 

fu
ne

ra
l f

lo
w

er
s 

ha
d 

be
gu

n 
to

 m
ak

e
be

fo
re

 N
on

a 
co

ul
d 

br
in

g 
he

rs
el

f 
to

 th
ro

w
 th

em
 a

w
ay

.
H

er
 h

an
ds

 a
nd

 f
ee

t m
us

t h
av

e 
ac

he
d 

fr
om

 th
e 

w
ar

m
th

.
I 

re
m

em
be

r 
ho

w
 r

ed
 a

nd
 tw

is
te

d 
he

r 
ha

nd
s 

lo
ok

ed
, l

yi
ng

in
 th

e 
la

p 
of

 h
er

 g
re

en
 d

re
ss

, a
nd

 h
ow

 s
he

 p
re

ss
ed

 h
er

ar
m

s 
to

 h
er

 s
id

es
. I

 r
em

em
be

r 
th

at
, a

s 
sh

e
's

at
 th

er
e 

in
 a

w
oo

de
n 

ch
ai

r 
in

 th
e 

w
hi

te
 k

itc
he

n,
 s

m
oo

th
in

g 
he

r
bo

rr
ow

ed
 -

 lo
ok

in
g 

dr
es

s 
an

d 
w

or
ki

ng
 h

er
 f

ee
t o

ut
 o

f 
he

r
lo

af
er

s,
 s

us
ta

in
in

g 
al

l o
ur

 s
ta

re
s 

w
ith

 th
e 

pl
ac

id
 m

od
es

ty
of

 a
 v

ir
gi

n 
w

ho
 h

as
 c

on
ce

iv
ed

, h
er

 h
ap

pi
ne

ss
 w

as
pa

l-

pa
bl

e.

T
he

 d
ay

 a
ft

er
 S

yl
vi

e 
ar

ri
ve

d,
 L

uc
ill

e 
an

d 
I 

w
ok

e
up

 e
ar

ly
. I

t w
as

 o
ur

 c
us

to
m

to
 p

ro
w

l t
he

 d
aw

n 
of

 a
ny

si
gn

if
ic

an
t d

ay
. O

rd
in

ar
ily

 th
e 

ho
us

e 
w

ou
ld

 b
el

on
g 

to
 u

s
fo

r 
an

 h
ou

r 
or

 m
or

e,
 b

ut
 th

at
 m

or
ni

ng
 w

e 
fo

un
d 

Sy
lv

ie
si

tti
ng

 in
 th

e 
ki

tc
he

n 
by

 th
e 

st
ov

e,
 w

ith
 h

er
 c

oa
t o

n,
 e

at
-

in
g 

oy
st

er
 c

ra
ck

er
s 

fr
om

 a
 s

m
al

l c
el

lo
ph

an
e 

ba
g.

Sh
e

bl
in

ke
d 

at
 u

s,
 s

m
ili

ng
. "

It
 w

as
 n

ic
e 

w
ith

 th
e 

lig
ht

 o
ff

,"
sh

e 
su

gg
es

te
d,

 a
nd

 L
uc

ill
e 

an
d 

I 
co

lli
de

d 
in

 o
ur

 h
as

te
 to

pu
ll 

th
e 

ch
ai

n.
 S

yl
vi

e'
s 

co
at

 m
ad

e 
us

 th
in

k 
sh

e 
m

ig
ht

 b
e

le
av

in
g,

 a
nd

 w
e 

w
er

e 
re

ad
y 

to
 p

er
fo

rm
 g

re
at

 f
ea

ts
 o

f
do

ci
lit

y 
to

 k
ee

p 
he

r.
 "

Is
n'

t t
ha

t n
ic

er
?"

 I
n 

fa
ct

, t
he

 w
in

d
w

as
 b

ad
ge

ri
ng

 th
e 

ho
us

e,
th

ro
w

in
g 

fr
oz

en
 r

ai
n 

ag
ai

ns
t

th
e 

w
in

do
w

s.
 W

e 
sa

t d
ow

n 
on

 th
e 

ru
g 

by
 h

er
 f

ee
t a

nd
w

at
ch

ed
 h

er
. S

he
 h

an
de

d 
us

 e
ac

h 
an

 o
ys

te
r 

cr
ac

ke
r.

 "
I

ca
n 

ha
rd

ly
 b

el
ie

ve
 I

'm
 h

er
e,

" 
sh

e
sa

id
 f

in
al

ly
., 

"I
 w

as
 o

n

/ 4
9
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34
th

e 
de

si
re

 to
 b

ui
ld

 s
om

e 
so

rt
 `

of
 s

he
lte

r.
 I

t m
ay

 b
e 

a 
re

al
 c

av
e

du
g 

in
to

 a
 b

an
k,

 o
r 

a 
pr

im
iti

ve
 b

ut
 o

f 
ro

ug
h 

bo
ar

ds
. B

ut
 o

ft
en

 it
is

 n
o 

m
or

e 
th

an
 a

 s
ec

re
t n

oo
k 

hi
dd

en
 a

m
on

g 
bu

sh
es

, o
r 

a 
te

nt
m

ad
e 

w
ith

 a
 r

ug
 d

ra
pe

d 
ov

er
 tw

o 
ch

ai
rs

. T
hi

s 
"c

av
e 

ga
m

e"
 c

an
be

 v
ar

ie
d 

in
 a

 th
ou

sa
nd

 w
ay

s 
bu

t c
om

m
on

 to
 th

em
 a

ll 
is

 th
e

en
cl

os
in

g 
of

 s
pa

ce
 f

or
 th

e 
ch

ild
's

 o
w

n 
us

e.
 M

an
y 

an
im

al
s 

ar
e 

al
so

ab
le

 to
 c

re
at

e 
a 

sh
el

te
r 

fo
r 

th
em

se
lv

es
, b

y 
di

gg
in

g 
a 

ho
le

 in
 th

e
gr

ou
nd

 o
r 

bu
ild

in
g 

so
m

e 
so

rt
 o

f 
ha

bi
ta

tio
n 

ab
ov

e 
it.

 B
ut

 th
e 

sa
m

e
sp

ec
ie

s 
al

w
ay

s 
do

es
 it

 in
 th

e 
sa

m
e 

w
ay

. M
an

 a
lo

ne
 f

or
m

s 
dw

el
l-

in
gs

 w
hi

ch
 v

ar
y 

ac
co

rd
in

g 
to

 r
eq

ui
re

m
en

ts
, c

lim
at

e 
an

d 
cu

ltu
ra

l
pa

tte
rn

. T
he

 c
hi

ld
's

 p
la

y 
is

 c
on

tin
ue

d 
in

 th
e 

gr
ow

n-
up

's
 c

re
at

io
n,

an
d 

ju
st

 a
s 

m
an

 p
ro

gr
es

se
s 

fr
om

 s
im

pl
e 

bl
oc

ks
 to

 th
e 

m
os

t r
ef

in
ed

im
pl

em
en

ts
, h

e 
pr

og
re

ss
eS

 f
ro

m
 th

e 
ca

ve
 g

am
e 

to
 m

or
e 

an
d 

m
or

e
re

fi
ne

d 
m

et
ho

ds
 o

f 
en

cl
os

in
g 

sp
ac

e.
 L

itt
le

 b
y 

lit
tle

 h
e 

st
ri

ve
s 

to
gi

ve
 f

or
m

 to
 h

is
 e

nt
ir

e 
su

rr
ou

nd
in

gs
.

A
nd

 th
is

to
 b

ri
ng

 o
rd

er
 a

nd
 r

el
at

io
n 

in
to

 h
um

an
 s

ur
ro

un
d-

in
gs

is
 th

e 
ta

sk
 o

f 
th

e 
ar

ch
ite

ct
.

11
9 

5

C
H

A
PT

E
R

 I
I

So
lid

s 
an

d 
C

av
iti

es
 in

 A
rc

hi
te

ct
ur

e

Se
ei

ng
 d

em
an

ds
 a

 c
er

ta
in

 a
ct

iv
ity

 o
n 

th
e 

pa
rt

 o
f 

th
e 

sp
ec

ta
to

r.
 I

t
is

 n
ot

 e
no

ug
h 

pa
ss

iv
el

y 
to

 le
t a

 p
ic

tu
re

 f
or

m
 it

se
lf

 o
n 

th
e 

re
tin

a
of

 th
e 

ey
e.

 T
he

 r
et

in
a 

is
 li

ke
 a

 m
ov

ie
 s

cr
ee

n 
on

 w
hi

ch
 a

 c
on

-
tin

uo
us

ly
 c

ha
ng

in
g 

st
re

am
 o

f 
pi

ct
ur

es
 a

pp
ea

rs
 b

ut
 th

e 
m

in
d

be
hi

nd
 th

e 
ey

e 
is

 c
on

sc
io

us
 o

f 
on

ly
 v

er
y 

fe
w

 o
f 

th
em

. O
n 

th
e

ot
he

r 
ha

nd
, o

nl
y 

a 
ve

ry
 f

ai
nt

 v
is

ua
l i

m
pr

es
si

on
 is

 n
ec

es
sa

ry
 f

or
us

 to
 th

in
k 

th
at

 w
e 

ha
ve

 s
ee

n 
a 

th
in

g;
 a

 ti
ny

 d
et

ai
l i

s 
en

ou
gh

.
A

 v
is

ua
l p

ro
ce

ss
 c

an
 b

e 
de

sc
ri

be
d 

as
 f

ol
lo

w
s.

 A
 m

an
 w

al
ki

ng
al

on
g 

w
ith

 b
en

t h
ea

d 
re

ce
iv

es
 a

n 
im

pr
es

si
on

 o
f 

bl
ue

 je
an

s;
 a

 m
er

e
hi

nt
 w

ill
 s

uf
fi

ce
. H

e 
be

lie
ve

s 
th

at
 h

e 
ha

s 
se

en
 a

 m
an

 th
ou

gh
ac

tu
al

ly
 a

ll 
he

 s
aw

 w
as

 th
e 

ch
ar

ac
te

ri
st

ic
 s

ea
m

 r
un

ni
ng

 d
ow

n 
th

e
si

de
 o

f 
th

e 
le

g.
 F

ro
m

 th
is

 o
ne

 s
m

al
l o

bs
er

va
tio

n 
he

 c
on

cl
ud

es
th

at
 a

 m
an

 h
as

 p
as

se
d 

hi
m

 o
n 

th
e 

si
de

w
al

k,
 s

im
pl

y 
be

ca
us

e 
w

he
re

th
er

e 
is

 th
at

 s
or

t o
f 

se
am

 th
er

e 
m

us
t b

e 
je

an
s 

an
d 

w
he

re
 th

er
e 

ar
e

m
ov

in
g 

je
an

s 
th

er
e 

m
us

t b
e 

a 
m

an
 in

si
de

 th
em

. U
su

al
ly

 h
is

 o
b-

se
rv

at
io

n 
en

ds
 h

er
e;

 th
er

e 
ar

e 
so

 m
an

y 
th

in
gs

 to
 k

ee
p 

an
 e

ye
 o

n
in

 a
 c

ro
w

de
d 

st
re

et
 th

at
 h

e 
ca

nn
ot

 b
ot

he
r 

hi
s 

m
in

d 
w

ith
 h

is
 f

el
lo

w
pe

de
st

ri
an

s.
 B

ut
 f

or
 s

om
e 

re
as

on
 o

ur
 m

an
 w

is
he

s 
to

 h
av

e 
a 

cl
os

er
lo

ok
 a

t t
he

 p
er

so
n.

 H
e 

ob
se

rv
es

 m
or

e 
de

ta
ils

. H
e 

w
as

 r
ig

ht
 a

bo
ut

 th
e

je
an

s 
bu

t t
he

 w
ea

re
r 

is
 a

 y
ou

ng
 g

ir
l, 

no
t a

 m
an

. I
f 

he
 is

 n
ot

 a
 v

er
y

du
ll 

pe
rs

on
 h

e 
w

ill
 n

ow
 a

sk
 h

im
se

lf
: "

W
ha

t d
oe

s 
sh

e 
lo

ok
 li

ke
 ?

"
H

e 
w

ill
 th

en
 o

bs
er

ve
 h

er
 m

or
e 

cl
os

el
y,

 a
dd

in
g 

de
ta

il 
to

 d
et

ai
l u

nt
il

he
 g

et
s 

a 
m

or
e 

or
 le

ss
 c

or
re

ct
 p

ic
tu

re
 o

f 
he

r.
 H

is
 a

ct
iv

ity
 c

an
 b

e
co

m
pa

re
d 

to
 th

at
 o

f 
a 

po
rt

ra
it 

pa
in

te
r.

 F
ir

st
 h

e 
fo

rm
s 

a 
ro

ug
h

sk
et

ch
 o

f 
hi

s 
su

bj
ec

t, 
a 

m
er

e 
su

gg
es

tio
n;

 th
en

 e
la

bo
ra

te
s 

it 
en

ou
gh

fo
r 

it 
to

 b
ec

om
e 

a 
gi

rl
 in

 je
an

s;
 f

in
al

ly
 h

e 
ad

ds
 m

or
e 

an
d 

m
or

e
de

ta
ils

 u
nt

il 
he

 h
as

 o
bt

ai
ne

d 
a 

ch
ar

ac
te

ri
st

ic
 p

or
tr

ai
t o

f 
th

at
pa

rt
ic

ul
ar

 g
ir

l. 
T

he
 a

ct
iv

ity
 o

f 
su

ch
 a

 s
pe

ct
at

or
 is

 c
re

at
iv

e;
 h

e
re

cr
ea

te
s 

th
e 

ph
en

om
en

a 
he

 o
bs

er
ve

s 
in

 h
is

 e
ff

or
t t

o 
fo

rm
 'a

co
m

pl
et

e 
im

ag
e 

of
 w

ha
t h

e 
ha

s 
se

en
.
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T

hi
s 

ac
t o

f 
re

-c
re

at
io

n 
is

 c
om

m
on

 to
 a

ll 
ob

se
rv

er
s;

 it
 is

 th
e

ac
tiv

ity
 th

at
 is

 n
ec

es
sa

ry
 in

 o
rd

er
 to

 e
xp

er
ie

nc
e 

th
e 

th
in

g
se

en
.

B
ut

 w
ha

t t
he

y 
se

e,
 w

ha
t t

he
y 

re
-c

re
at

e 
w

he
n 

ob
se

rv
in

g 
th

e
sa

m
e

ob
je

ct
, c

an
 v

ar
y 

en
or

m
ou

sl
y.

 T
he

re
 is

 n
o 

ob
je

ct
iv

el
y

co
rr

ec
t i

de
a

of
 a

 th
in

g'
s 

ap
pe

ar
an

ce
, o

nl
y

an
 in

fi
ni

te
 n

um
be

r 
of

 s
ub

je
ct

iv
e

im
pr

es
si

on
s 

of
 it

. T
hi

s 
is

 tr
ue

 o
f 

w
or

ks
 o

f 
ar

t
as

 o
f 

ev
er

yt
hi

ng
el

se
; i

t i
s 

im
po

ss
ib

le
 to

 s
ay

, f
or

 in
st

an
ce

, t
ha

t s
uc

h 
an

d 
su

ch
a 

co
nc

ep
tio

n 
of

 a
 p

ai
nt

in
g 

is
 th

e 
tr

ue
 o

ne
. W

he
th

er
 it

 m
ak

es
an

 im
pr

es
si

on
 o

n 
th

e 
ob

se
rv

er
, a

nd
 w

ha
t i

m
pr

es
si

on
 it

 m
ak

es
,

de
pe

nd
s 

no
t o

nl
y 

on
 th

e 
w

or
k 

of
 a

rt
 b

ut
 to

 a
 g

re
at

 e
xt

en
t

on
 th

e
ob

se
rv

er
's

 s
us

ce
pt

ib
ili

ty
, h

is
 m

en
ta

lit
y,

 h
is

 e
du

ca
tio

n,
 h

is
 e

nt
ir

e
en

vi
ro

nm
en

t. 
It

 a
ls

o 
de

pe
nd

s 
on

 th
e 

m
oo

d 
he

 is
 in

 a
t t

he
 m

om
en

t.
T

he
 s

am
e 

pa
in

tin
g 

ca
n 

af
fe

ct
 u

s 
ve

ry
 d

if
fe

re
nt

ly
 a

t d
if

fe
re

nt
 ti

m
es

.
T

he
re

fo
re

 it
 is

 a
lw

ay
s 

ex
ci

tin
g 

to
 r

et
ur

n 
to

 a
 w

or
k 

of
 a

rt
w

e 
ha

ve
se

en
 b

ef
or

e 
to

 f
in

d 
ou

t w
he

th
er

 w
e 

st
ill

 r
ea

ct
 to

 it
 in

 th
e 

sa
m
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 p

er
ce

iv
e 

a 
th

in
g 

w
he

n 
w

e 
kn

ow
so

m
e-

th
in

g 
ab

ou
t i

t b
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 d
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t b
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se
lv

es
 w

ith
 th

e 
ob

je
ct

 b
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 o
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fe
el

 o
f 

a 
ro

le
 th

an
 o
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t c
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w
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 p
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 o
n 
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r 
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 p
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s 
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e
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 m
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 d
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 o
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 c
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 b
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 d
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 b
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 b
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 c
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 p
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 p
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 b
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 c
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 c
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 c
la

ss
ic

al
 a

rc
hi

te
ct

ur
e,

 f
or

 e
xa

m
pl

e,
w

e 
sp

ea
k 

of
 s

up
po

rt
in

g
an

d 
su

pp
or

te
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m
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re
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ra
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 b

ee
n 

gi
ve

n 
hu

m
an

 f
or

m
, s

uc
h

as
 a

 C
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 p
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 c
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 p
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 o
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 p
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 p
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 m
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 b
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 c
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re
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 o
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 d
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 f
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 c
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 b
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 p
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 b
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 c
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 c
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 b
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 D
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 o
f 

th
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 f
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 D
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 r
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 s
ay

 th
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, b
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 d
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at
io

n 
of

 a
 b
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 m
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l d
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l c
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 d
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 c
an

no
t g

iv
e

lif
e 

to
 th

em
. T

he
re

 e
xi

st
s 

fr
om

 h
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 b
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 s
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w
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e 

st
ro

ng
 im
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 m
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 D
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 d
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 G
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 b
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 d
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 c
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 d
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 m
ak

es
 th

e 
th

re
e-

st
or

ie
d 

in
 th

e 
ba

ck
gr

ou
nd

ou
tg

ro
w

 th
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at
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 m
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 p
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 c
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 d
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 d
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 p
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 w
er

e 
la

id
 in

 1
24

7 
an

d 
th

e
va

ul
tin

g 
w

as
 f

in
is

he
d 

in
 1

27
2.

 I
t w

as
 o

ne
 o

f 
th

os
e 

he
av

en
w

ar
d-

as
pi

ri
ng

 G
ot

hi
c 

st
ru

ct
ur

es
 w

ith
 p

ill
ar

s 
lik

e 
ta

ll,
 s

lim
 tr

ee
s 

w
hi

ch
se

em
 to

 g
ro

w
 r

ig
ht

 in
to

 th
e 

sk
y.

 T
he

y 
w

er
e 

ab
ou

t 1
44

 f
ee

t h
ig

h.
T

he
 c

on
st

ru
ct

io
n 

pr
ov

ed
 to

o 
da

ri
ng

, h
ow

ev
er

, a
nd

 th
e 

va
ul

tin
g

co
lla

ps
ed

 in
 1

29
4.

 T
he

 c
hu

rc
h 

w
as

 r
eb

ui
lt 

ab
ou

t f
or

ty
 y

ea
rs

 la
te

r
w

ith
 th

e 
va

ul
t j

us
t a

s 
fa

nt
as

tic
al

ly
 h

ig
h 

as
 b

ef
or

e 
bu

t s
up

po
rt

ed
no

w
 f

ro
m

 th
e 

ou
ts

id
e 

by
 f

ly
in

g 
bu

ttr
es

se
s.

 A
nd

 th
e 

bu
ild

er
s 

w
er

e
ap

pa
re

nt
ly

 s
o 

fa
sc

in
at

ed
 b

y 
th

is
 p

ur
el

y 
st

ru
ct

ur
al

 p
ro

bl
em

 th
at

th
ey

 m
ad

e 
a 

vi
rt

ue
 o

f 
ne

ce
ss

ity
 a

nd
 tu

rn
ed

 th
e 

su
pp

or
tin

g 
m

em
-

be
rs

 in
to

 a
 r

ic
h 

co
m

po
si

tio
n 

of
 p

ie
rs

 a
nd

 a
rc

he
s 

em
be

lli
sh

ed
 w

ith
sc

ul
pt

ur
e.

 I
n 

ot
he

r 
w

or
ds

, p
ur

el
y 

st
ru

ct
ur

al
 f

ea
tu

re
s 

w
er

e 
tr

ea
te

d
ae

st
he

tic
al

ly
, e

ac
h 

on
e 

gi
ve

n 
al

m
os

t s
cu

lp
tu

ra
l f

or
m

.
T

he
 a

rc
hi

te
ct

 c
an

 b
ec

om
e 

so
 in

te
re

st
ed

 in
 f

or
m

in
g 

al
l t

he
st

ru
ct

ur
al

 p
ar

ts
 o

f 
a 

bu
ild

in
g 

th
at

 h
e 

lo
se

s 
si

gh
t o

f 
th

e 
fa

ct
 th

at
co

ns
tr

uc
tio

n 
is

, a
ft

er
 a

ll,
 o

nl
y 

a 
m

ea
ns

 a
nd

 n
ot

 a
n 

en
d 

in
 it

se
lf

.
T

he
 e

la
bo

ra
te

 e
xt

er
io

r 
of

 B
ea

uv
ai

s 
C

at
he

dr
al

 w
as

 d
ev

el
op

ed
 to

20
5

A
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B
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uv
ai
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C

at
he

dr
al

C
at

he
dr

al
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m

ak
e 

po
ss

ib
le

 th
e 

fa
nt

as
tic

al
ly

 h
ig

h
na

ve
no

t f
ro

m
 a

ny
 d

es
ir

e
to

 c
re

at
e 

a 
sp

ik
ed

 m
on

um
en

t s
tr

iv
in

g 
to

 p
ie

rc
e 

th
e 

he
av

en
s

w
ith

its
 s

ha
rp

 p
oi

nt
s.

 B
ut

 it
 is

 u
nd

er
st

an
da

bl
e 

th
at

th
e 

ar
ch

ite
ct

 c
an

co
m

e 
to

 th
e 

co
nc

lu
si

on
 th

at
 th

e 
ai

m
 o

f 
hi

s 
ca

lli
ng

 is
 to

 g
iv

e 
fo

rm
to

 th
e 

m
at

er
ia

ls
 h

e 
w

or
ks

 w
ith

. A
cc

or
di

ng
 to

 h
is

 c
on

ce
pt

io
n,

bu
ild

in
g 

m
at

er
ia

l i
s 

th
e 

m
ed

iu
m

 o
f 

ar
ch

ite
ct

ur
e.

B
ut

, y
ou

 m
ay

 a
sk

,
ca

n 
th

er
e 

be
 a

ny
 o

th
er

? 
A

nd
 th

e 
an

sw
er

 is
ye

s;
 it

 is
 p

os
si

bl
e 

to
 h

av
e 

qu
ite

 a
 d

if
fe

re
nt

 c
on

ce
pt

io
n.

 I
ns

te
ad

 o
f

le
tti

ng
 h

is
 im

ag
in

at
io

n 
w

or
k 

w
ith

 s
tr

uc
tu

ra
l

fo
rm

s,
 w

ith
 th

e
so

/id
s.

of
 a

 b
ui

ld
in

g,
 th

e 
ar

ch
ite

ct
ca

n 
w

or
k 

w
ith

 th
e 

em
pt

y 
sp

ac
e

th
e 

ca
vi

ty
be

tw
ee

n 
th

e 
so

lid
s,

 a
nd

 c
on

si
de

r
th

e 
fo

rm
in

g 
of

th
at

 s
pa

ce
 a

s 
th

e 
re

al
 m

ea
ni

ng
 o

f 
ar

ch
ite

ct
ur

e.
T

hi
s 

ca
n 

be
 il

lu
st

ra
te

d 
by

an
 e

xa
m

pl
e.

 O
rd

in
ar

ily
 a

 b
ui

ld
in

g 
is

m
ad

e 
by

 a
ss

em
bl

in
g 

th
e 

m
at

er
ia

ls
on

 th
e 

si
te

 a
nd

 w
ith

 th
em

er
ec

tin
g 

a 
st

ru
ct

ur
e 

w
hi

ch
 e

nc
lo

se
s 

th
e

sp
ac

e 
of

 th
e 

bu
ild

in
g.

 I
n

th
e 

ca
se

 o
f 

B
ea

uv
ai

s 
th

e 
pr

ob
le

m
w

as
 to

 r
ai

se
 a

 c
hu

rc
h 

on
 a

 f
la

t
tr

ac
t o

f 
la

nd
. B

ut
 le

t u
s 

su
pp

os
e 

th
e 

si
te

 to
 b

e
an

 e
no

rm
ou

s,
 s

ol
id

ro
ck

 a
nd

 th
e 

pr
ob

le
m

 to
 h

ol
lo

w
 o

ut
ro

om
s 

in
si

de
 it

. T
he

n 
th

e
ar

ch
ite

ct
's

 jo
b 

w
ou

ld
 b

e 
to

 f
or

m
sp

ac
e 

by
 e

lim
in

at
in

g 
m

at
er

ia
l

in
 th

is
 c

as
e 

by
 r

em
ov

in
g 

so
m

e 
of

 th
e 

ro
ck

. T
he

m
at

er
ia

l i
ts

el
f

w
ou

ld
 n

ot
 b

e 
gi

ve
n 

fo
rm

 th
ou

gh
so

m
e 

of
 it

 w
ou

ld
 b

e 
le

ft
 s

ta
nd

in
g

af
te

r 
m

os
t h

ad
 b

ee
n 

ta
ke

n 
aw

ay
.

In
 th

e 
fi

rs
t i

ns
ta

nc
e 

it 
is

 th
e 

st
on

e
m

as
s 

of
 th

e 
ca

th
ed

ra
l w

hi
ch

is
 th

e 
re

al
ity

; i
n 

th
e 

se
co

nd
 th

e 
ca

vi
tie

s 
w

ith
in

 th
e

m
as

s.
T

hi
s 

ca
n 

al
so

 b
e 

ill
us

tr
at

ed
 b

y
a 

tw
o-

di
m

en
si

on
al

 e
xa

m
pl

e
w

hi
ch

 m
ay

 m
ak

e 
it 

cl
ea

re
r.

If
 y

ou
 p

ai
nt

 a
 b

la
ck

 v
as

e 
on

a 
w

hi
te

 g
ro

un
d,

 y
ou

 c
on

si
de

r 
al

l
th

e 
bl

ac
k 

as
 "

fi
gu

re
" 

an
d 

al
l t

he
 w

hi
te

as
 th

at
 w

hi
ch

 it
 r

ea
lly

 is
as

 b
ac

kg
ro

un
d 

w
hi

ch
 li

es
 b

eh
in

d 
th

e 
fi

gu
re

 a
nd

 s
tr

et
ch

es
ou

t o
n

bo
th

 s
id

es
 w

ith
 n

o 
de

fi
ni

te
 f

or
m

. I
f w

e 
tr

y 
to

 f
ix

 th
e 

fi
gu

re
 in

 o
ur

m
in

ds
 w

e 
w

ill
 n

ot
e 

th
at

 a
t t

he
 b

ot
to

m
 th

e 
fo

ot
sp

re
ad

s 
ou

t o
n

bo
th

 s
id

es
 a

nd
 a

bo
ve

 it
 a

 n
um

be
r 

of
 c

on
ve

xi
tie

s 
al

so
pr

oj
ec

t o
n 

to
th

e 
w

hi
te

 g
ro

un
d.

B
ut

 if
 w

e 
co

ns
id

er
 th

e 
w

hi
te

 a
s 

fi
gu

re
 a

nd
 th

e 
bl

ac
k

as
 g

ro
un

d
fo

r 
ex

am
pl

e,
 a

 h
ol

e 
in

 th
e 

fi
gu

re
 o

pe
ni

ng
 in

to
a 

bl
ac

k 
sp

ac
e-

20
7

th
en

 w
e 

se
e 

so
m

et
hi

ng
 q

ui
te

 d
if

fe
re

nt
. G

on
e 

is
 th

e 
va

se
 a

nd
 in

 it
s

st
ea

d 
ar

e 
tw

o 
fa

ce
s 

in
 p

ro
fi

le
. N

ow
 th

e 
w

hi
te

 b
ec

om
es

 th
e 

co
n-

ve
xi

tie
s 

pr
oj

ec
tin

g 
ou

t o
nt

o 
th

e 
bl

ac
k 

gr
ou

nd
 a

nd
 f

or
m

in
g 

no
se

,
lip

s 
an

d 
ch

in
.

W
e 

ca
n 

sh
if

t o
ur

 p
er

ce
pt

io
n 

at
 w

ill
 f

ro
m

 o
ne

 to
 th

e 
ot

he
r,

 a
lte

r-
na

te
ly

 s
ee

in
g 

va
se

 a
nd

 p
ro

fi
le

s.
 B

ut
 e

ac
h 

tim
e 

th
er

e 
m

us
t b

e 
an

ab
so

lu
te

 c
ha

ng
e 

in
 p

er
ce

pt
io

n.
 W

e 
ca

nn
ot

 s
ee

 b
ot

h 
va

se
 a

nd
 p

ro
fi

le
s

at
 th

e 
sa

m
e 

tim
e.

T
he

 s
tr

an
ge

 th
in

g 
is

 th
at

 w
e 

do
 n

ot
 c

on
ce

iv
e 

th
e 

tw
o 

fi
gu

re
s 

as
co

m
pl

em
en

tin
g 

ea
ch

 o
th

er
. I

f 
yo

u 
tr

y 
to

 d
ra

w
 th

em
 y

ou
 w

ill
 in

-
vo

lu
nt

ar
ily

 e
xa

gg
er

at
e 

th
e 

si
ze

 o
f 

th
e 

ar
ea

 w
hi

ch
 a

t t
he

 m
om

en
t

ap
pe

ar
s 

as
 c

on
ve

xi
tie

s.
 O

rd
in

ar
ily

 c
on

ve
x 

fo
rm

s 
ar

e 
se

en
 a

s
fi

gu
re

, c
on

ca
ve

 a
s 

gr
ou

nd
. T

hi
s 

ca
n 

be
 s

ee
n 

on
 th

e 
fi

gu
re

 a
bo

ve
.

T
he

 o
ut

lin
e 

he
re

 b
ei

ng
 a

 w
av

y 
lin

e 
it 

is
 p

os
si

bl
e 

to
 s

ee
 e

ith
er

bl
ac

k 
or

 w
hi

te
 c

on
ve

xi
tie

s,
 a

s 
yo

u 
ch

oo
se

. B
ut

 o
th

er
 f

ig
ur

es
, s

uc
h

as
 o

ne
 w

ith
 a

 s
ca

llo
pe

d 
ed

ge
, a

re
 n

ot
 p

er
ce

pt
ua

lly
 a

m
bi

gu
ou

s.
T

he
re

 a
re

 in
nu

m
er

ab
le

 c
la

ss
ic

 p
at

te
rn

s 
w

hi
ch

 a
re

 id
en

tic
al

 n
o

m
at

te
r 

ho
w

 y
ou

 lo
ok

 a
t t

he
m

. A
 g

oo
d 

ex
am

pl
e 

is
 f

ou
nd

 in
 w

ea
v-

in
gs

 in
 w

hi
ch

 th
e 

pa
tte

rn
 o

n 
th

e 
re

ve
rs

e 
is

 a
 n

eg
at

iv
e 

re
pr

od
uc

-
tio

n 
of

 th
e 

on
e 

on
 th

e 
ri

gh
t s

id
e.

 B
ut

 m
os

t t
w

o-
di

m
en

si
on

al
m

ot
iv

es
 th

at
 a

re
 c

ar
ri

ed
 o

ut
 in

 tw
o 

co
lo

rs
 f

or
ce

 th
e 

ob
se

rv
er

to
 s

ee
 o

ne
 o

f 
th

e 
co

lo
rs

 a
s 

fi
gu

re
 a

nd
 th

e 
ot

he
r 

as
 g

ro
un

d.
In

 C
ar

li 
in

 I
nd

ia
 th

er
e 

ar
e 

a 
nu

m
be

r 
of

 c
av

e 
te

m
pl

es
. T

he
y

w
er

e 
ac

tu
al

ly
 c

re
at

ed
, a

s 
I 

ha
ve

 d
es

cr
ib

ed
 a

bo
ve

, b
y 

el
im

in
at

in
g

m
at

er
ia

lth
at

 is
 b

y 
fo

rm
in

g 
ca

vi
tie

s.
 H

er
e 

th
e 

ca
vi

ty
 is

'w
ha

t w
e

pe
rc

ei
ve

 w
hi

le
 th

e 
so

lid
 r

oc
k 

su
rr

ou
nd

in
g 

it 
is

 th
e 

ne
ut

ra
l b

ac
k-

gr
ou

nd
 w

hi
ch

 w
as

 le
ft

 u
ns

ha
pe

d.
 H

ow
ev

er
, h

er
e 

th
e 

pr
ob

le
m

 is

20
8
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a 

m
or

e 
co

m
pl

ic
at

ed
 o

ne
 th

an
 in

tw
o-

di
m

en
si

on
al

 f
ig

ur
es

. W
he

n
yo

u 
st

an
d 

in
si

de
 th

e 
te

m
pl

e
yo

u 
no

t o
nl

y 
ex

pe
ri

en
ce

 th
e 

ca
vi

ty
th

e 
gr

ea
t t

hr
ee

-a
is

le
d

te
m

pl
e 

ho
llo

w
ed

 o
ut

 o
f 

th
e

ro
ck

bu
t a

ls
o

th
e 

co
lu

m
ns

 s
ep

ar
at

in
g

th
e 

ai
sl

es
 w

hi
ch

ar
e 

pa
rt

s 
of

 th
e 

ro
ck

th
at

 w
er

e 
no

t r
em

ov
ed

.
I 

pu
rp

os
el

y
us

e 
th

e 
w

or
d 

"c
av

ity
" 

be
ca

us
e 

I 
be

lie
ve

it 
ill

us
-

tr
at

es
 th

is
 ty

pe
 o

f 
ar

ch
ite

ct
ur

e 
be

tte
r

th
an

 th
e 

m
or

e 
ne

ut
ra

l w
or

d
"s

pa
ce

" 
so

 o
ft

en
 u

se
d 

in
ar

ch
ite

ct
ur

al
 w

ri
tin

g 
no

w
ad

ay
s.

T
hi

s 
qu

es
tio

n 
of

te
rm

s 
is

 o
f 

gr
ea

t i
m

po
rt

an
ce

.
G

er
m

an
 a

rt
-

hi
st

or
ia

ns
 u

se
 th

e 
w

or
d

"R
au

m
" 

w
hi

ch
 h

as
 th

e
sa

m
e 

ro
ot

 a
s 

th
e

E
ng

lis
h 

"r
oo

m
" 

bu
t

a 
w

id
er

 m
ea

ni
ng

. Y
ou

ca
n 

sp
ea

k 
of

 th
e

"R
au

m
" 

of
 a

 c
hu

rc
h 

in
 th

e
se

ns
e 

of
 th

e 
cl

ea
rl

y 
de

fi
ne

d
sp

ac
e 

en
-

cl
os

ed
 w

ith
in

 th
e

ou
te

r 
w

al
ls

. I
n 

D
an

is
h

w
e 

us
e 

th
e 

w
or

d 
"r

um
"

w
hi

ch
 s

ou
nd

s
ev

en
 m

or
e 

lik
e 

th
e 

E
ng

lis
h 

w
or

d 
bu

t h
as

th
e 

w
id

er
m

ea
ni

ng
 o

f 
th

e 
G

er
m

an
R

au
m

. T
he

 G
er

m
an

s 
sp

ea
k 

of
R

au
m

-
G

ef
al

, m
ea

ni
ng

 th
e

se
ns

e 
or

 c
on

ce
pt

io
n 

of
 th

e 
de

fi
ne

d
sp

ac
e.

In
 E

ng
lis

h 
th

er
e 

is
no

 e
qu

iv
al

en
t. 

In
 th

is
 b

oo
k 

I
us

e 
th

e 
w

or
d

sp
ac

e 
to

 e
xp

re
ss

 th
at

 w
hi

ch
 in

 th
re

e
di

m
en

si
on

s 
co

rr
es

po
nd

s
to

"b
ac

kg
ro

un
d"

 in
 tw

o 
di

m
en

si
on

s,
an

d 
ca

vi
ty

 f
or

 th
e 

lim
ite

d,
ar

-
ch

ite
ct

ur
al

ly
 f

or
m

ed
sp

ac
e.

 A
nd

 I
 m

ai
nt

ai
n 

th
at

so
m

e 
ar

ch
ite

ct
s

ar
e 

"s
tr

uc
tu

re
-m

in
de

d,
" 

ot
he

rs
"c

av
ity

-m
in

de
d;

"
so

m
e 

ar
ch

i-
te

ct
ur

al
 p

er
io

ds
 w

or
k 

pr
ef

er
ab

ly
w

ith
 s

ol
id

s,
 o

th
er

s 
w

ith
ca

vi
tie

s.
It

 is
 p

os
si

bl
e 

to
 p

la
n

a 
bu

ild
in

g 
as

 a
 c

om
po

si
tio

n 
of

 c
av

iti
es

al
on

e 
bu

t i
n 

ca
rr

yi
ng

 it
ou

t t
he

 w
al

ls
 w

ill
 a

lm
os

t i
ne

vi
ta

bl
y

ha
ve

ce
rt

ai
n 

co
nv

ex
iti

es
 w

hi
ch

 w
ill

in
tr

ud
e 

on
 th

e 
ob

se
rv

er
 in

 th
e

sa
m

e
w

ay
 a

s 
th

e 
pi

lla
rs

 in
 th

e 
C

ar
 li

 te
m

pl
es

do
. T

ho
ug

h
w

e 
be

gi
n 

by
co

nc
ei

vi
ng

 th
e 

te
m

pl
es

as
 c

om
po

si
tio

ns
 o

f 
ar

ch
ite

ct
ur

al
 c

av
iti

es
,

w
e 

en
d 

by
 e

xp
er

ie
nc

in
g 

th
e 

bo
di

es
 o

f
th

e 
co

lu
m

ns
. T
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